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PREFACE 


It is indeed a matter of great pleasure and pride for Kavikulaguru 
Kalidas Sanskrit University, Ramtek to have this rarest oppor- 
tunity of hosting the 50th session of All India Oriental Confer- 
ence at Nagpur. This AIOC-50th session at Nagpur will be for- 
ever remembered by all as the year 2019 also happens to be the 
year of Centenary Celebration of AIOC. The premier objective 
with which the great scholars of yester years had contemplated 
and established this national academic event called All India 
Oriental Conference has been achieved through these years with 
scores of young scholars contributing significantly to the trea- 
sure house of knowledge through their valuable research work. 


The research of yore and of the present should be properly re- 
corded so as to make it easily available to all lovers of knowl- 
edge and wisdom in the years to come. With this objective, we 
have contemplated to commemorate the 100th year of this grand 
event of 50th session of AIOC by way of publishing 100 mono- 
graphs on different subjects in four languages viz., Sanskrit, 
Hindi, Marathi and English. It is no doubt a herculean task but 
still worth of it, for the reason that these 100 monographs will 
inspire many young scholars to take upon a fresh study and 
research of the oriental subjects with more vigour and zeal. 


The AIOC Centenary Publication Series includes wide variety 
of subjects like Literature, Language, Veda, Indian Philosophy, 
Sanskrit Grammar, Law, Children Literature, Yoga, Astronomy 
and Astrology, Ayurveda, Pali, Prakrit, Jain, Buddhism, Edu- 
cation, Library Science, Poetics, Aesthetics, and Indology. It 
also includes reprint of some rare texts of academic importance 
which have gone out of print are not easily available. We wish 
to mark this centenary celebrations with this series that con- 
nects the glory of the past and aspirations of future. I place on 
record ee Redi gratitude to all the authors of these mono- 
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graphs who have Kindly Contributed to the richness of this 


series. 


I am confident that the books published in these series will defi- 
nitely inspire the lovers of Oriental Learning in general and of 
Sanskrit Language and Literature in particular. 


On this occasion, we have published a memorable book of all 
the speeches of Section-Presidents of all previous sessions of 
AIOC. It is indeed a very capacious addition to any collection. 
I with all respect thank two eminent scholars of our times - 
Prof. Gautam Patel, President and Prof. Saroja Bhate, General 
Secretary, the torch bearers of AIOC who have not only en- 
couraged us in this venture but also made all efforts to provide 
these valuable historical speeches for us. I thank all executive 
members of AIOC and my colleagues of the varsity for making 
this event a grand success. 


My words fall short in describing the painstaking efforts and 
scholarly commitment of my esteemed colleague Prof. 
Madhusudan Penna, local secretary of this session in bringing 
out this series. 


I also take this opportunity to profusely thank Shri. Subhash 
Jain and Shri Dipak Jain, the proprietors of New Bharatiya Book 
Corporation, New Delhi for their enthusiastic approach and 
timely work with all precision and grace. 


Let us all sanctify ourselves in the eternal flow of wisdom by 
reading these books and recommending these to others also! 





weal gamed wary 
Ramtek Prof. Shrinivasa Varakhedi 
10th January 2020 Vice Chancellor, KKSU 
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PREFACE 


It is indeed a matter of great pleasure and pride for Kavikulaguru Kalidas 
Sanskrit University, Ramtek to have this rarest opportunity of hosting the 
50" session of All India Oriental Conference at Nagpur. This AIOC-50'^ 
session at Nagpur will be forever remembered by all as the year 2019 also 
happens to be the year of Centenary Celebration of AIOC. The premier 
objective with which the great scholars of yester years had contemplated 
and established this national academic event called All India Oriental 
Conference has been achieved through these years with scores of young 
scholars contributing significantly to the treasure house of knowledge 
through their valuable research work. 


The research of yore and of the present should be properly recorded so as 
to make it easily available to all lovers of knowledge and wisdom in the 
years to come. With this objective, we have contemplated to commemorate 
the 100 year of this grand event of 50" session of AIOC by way of 
publishing 100 monographs on different subjects in four languages viz., 
Sanskrit, Hindi, Marathi and English. It is no doubt a herculean task but 
still worth of it, for the reason that these 100 monographs will inspire many 
young scholars to take upon a fresh study and research of the oriental 
subjects with more vigour and zeal. 


The AIOC Centenary Publication Series includes wide variety of 
subjects like Literature, Language, Veda, Indian Philosophy, Sanskrit 
Grammar, Law, Children Literature, Yoga, Astronomy and Astrology, 
Ayurveda, Pali, Prakrit, Jain, Buddhism, Education, Library Science, 
Poetics, Aesthetics, and Indology. It also includes reprint of some rare texts 
of academic importance which have gone out of print are not easily 
available. We wish to mark this centenary celebrations with this series that 
connects the glory of the past and aspirations of future. I place on record 
my sincere gratitude to all the authors of these monographs who have 
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kindly contributed to the richness of this series. 


I am confident that the books published in these series will definitely 
inspire the lovers of Oriental Learning in general and of Sanskrit Language 
and Literature in particular. 


On this occasion, we have published a memorable book of all the speeches 
of Section-Presidents of all previous sessions of AIOC. It is indeed a very 
capacious addition to any collection. I with all respect thank two eminent 
scholars of our times - Prof. Gautam Patel, President and Prof. Saroja 
Bhate, General Secretary, the torch bearers of AIOC who have not only 
encouraged us in this venture but also made all efforts to provide these 
valuable historical speeches for us. I thank all executive members of AIOC 
and my colleagues of the varsity for making this event a grand success. My 
words fall short in describing the painstaking efforts and scholarly 
commitment of my esteemed colleague Prof. Madhusudan Penna, local 
secretary of this session in bringing out this series. 


I also take this opportunity to profusely thank Shri. Subhash Jain and Shri 
Dipak Jain, the proprietors of New Bharatiya Book Corporation, New 
Delhi for their enthusiastic approach and timely work with all precision 
and grace. 


Let us all sanctify ourselves in the eternal flow of wisdom by reading these 
books and recommending these to others also! 


wed forst velar 


Ramtek Prof. Srinivasa Varakhedi 
10? January 2020 Vice Chancellor, KKSU 
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Prologue 


While doing research for my D.Phil. (Doctor of Philosophy) in the 
Department of English and Modern European Languages, University of 
Allahabad, I had to undergo the studies of several aspects of Indian as well as 
Western Poetics which prompted me to work on the present title "Analysis of 
John Donne's Poetry in the light of Bharata's Rasa-Theory” which is now 
being published in a book form. The book is divided into five chapters 
covering almost all the important aspects of Rasa-theory in Indian Poetics. 
Being a student of English literature I am naturally tempted to have some 
comparative views from the point of view of Western Poetics in this regard. 


John Donne being one of the major poets of seventeenth century 
has been prescribed in the syllabus of almost all the universities offering 
courses in English Literature. While reading John Donne's *A Valediction: 
Forbidding Mourning" — a poem prescribed in my course I was fascinated 
by his unique images, conceits and the rhythm. At P.G. level twenty poems 
of Donne were prescribed. It opened new vistas about Donne and it 
became one of my most favourite authors. While studying "Literary Theory 
and Criticism' I noticed that most of the critics and theories being taught in 
English had been derived from non-English countries as they were 
borrowed from Greek, Latin, French, German, Russian and American 
criticism. In my family I had a very strong tradition of Sanskrit scholarship 
and I found that a very rich tradition of aesthetics exists in Sanskrit. Many 
works on John Donne are available on various aspects of his poetry but no 
research work has been carried out on his poetry in the light of Indian 
poetics, though the works of some other poets have been analysed in this 
direction. 

The first chapter of this book deals with the introduction of Rasa 
Theory. The second chapter critically analyses Rasa Theory. The third 
chapter focuses on the interpretation of Abhinavgupta's Rasa Theory. The 
fourth chapter analyses John Donne's poetry in the light of rasa theory and 
the last chapter is about my observations on the subject proper. In Rasa- 
school the utmost importance is given to the idea of rasa and bhava and to 
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Western poetics does not give a detailed analysis of Donne's poems 
while Donne when analysed through Indian Poetics opens new aspects. In 
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Donne’s poetry the erotic sentiment (Srngåra-rasa) and the pathetic 
sentiment (karuna-rasa) are found in abundance. From the available 
reviews of Donne's literature, it becomes clear that the critics have only 
talked about Donne's love poems (srrgara-rasa) and holy poems (bhakti- 
rasa) which shows that his poems are rich in two sentiments but when I 
started analysing his poetry from the lens of Indian poetics I could find that 
eight sentiments are present in his poetry. I sincerely felt that to understand 
John Donne truly one has to turn back to Indian Poetics. According to 
Grierson, three strains of love are found in Donne's poetry. However, in 
Indian Poetics the srngåra-rasa is divided into two types: samyoga- 
srngara and viyoga-Srngåra having some further sub-divisions also. For 
example, the first category is divided into two types i.e. nayakarabdha and 
nåyikårabdha and the second one is divided into five types, namely, 
predisposition and curse (piirvaråga and såpa), pride and jealousy (mana 
and irsyå), journey (pravåsa), separation (virahatmaka) and grief 
(karunatmaka). Interestingly all these types of erotic sentiment are present 
in John Donne's poetry. So through the lens of Indian Poetics one can see a 
wider aspect of Donne as a poet of srngara. Similarly bhakti-rasa is 
broadly divided into two types: mukhya-bhakti-rasa (primary sentiment of 
spiritual devotion) and gauna-bhakti-rasa (secondary sentiment of spiritual 
devotion). Mukhya-bhakti-rasa is further divided into sånta-bhakti-rasa, 
priti-bhakti-rasa, preyo-bhakti-rasa, vatsala-bhakti-rasa and madhura- 
bhakti-rasa. Similarly, gauna-bhakti-rasa is further divided into seven 
types: karuna-bhakti-rasa, bhayanaka-bhakti-rasa, raudra-bhakti-rasa, 
håsya-bhakti-rasa, adbhuta-bhakti-rasa, vira-bhakti-rasa, and bibhatsa- 
bhakti-rasa. By analyzing his poetry with the tools of Bharata's rasa- 
siddhånta one can find that Donne's poetry has eight sentiments but if one 
analyses it with western tools, then only two sentiments are dealt with. 


Thus, it is clear that John Donne can be understood, appreciated 
and interpreted with the help of Indian Poetics with no loss of scholarship. 
And in certain cases better results are also found. The present project is a 
sort of textual analysis of John Donne's Poetry. The methods adopted here 
are analytical and comparative. Selected poems have been thoroughly and 
comprehensively studied under the A of this study. Finally, the 
utility and the pyrposs 9f. Ihe, LUOS GR ned, in detail with 
appropriate examples by applying relevant schools of Indian poetics to the 
concerned poems. Rasa-theory also has been compared with their western 
counterparts. Rasa-paripåka is compared to the concept of catharsis and 
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Longinus’ sublimity while rasanispatti, vibhavadi, anubhåva and rasa- 
dhvani to Objective Correlative and sådhåranikarana to Eliot's theory of 
impersonality. Similarly sahrdaya is compared to Longinus's enlightened 
critic and Arnold's man of culture or the man of competence while 
vyabhicaribhiva to I. A. Richard's idea of conflicting emotions, Bhåva to 
the western concept of emotion, feeling, and experience along with 
vibhåva to form, theme, plot and character. Wolfgang Iser and 
Abhinavgupta share the same opinions about the sahrdaya. Richards” 
concept of synasthesis or synthesis and rasa-theory are similar in many 
ways. Aristotle's tragic pleasure is similar to karuna rasa. 


(Richa Biswal) 
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Scheme of Transliteration 


For all the terms used from Sanskrit I have adhered to the accepted 
Indian system of transliterations. In terms of proper names from literary 
works in Sanskrit I have also included the appropriate diacritics. Here is a 
user-friendly table of all the Devanågart letters along with their 
corresponding diacritics prepared for the convenience of the users. 



























































Diacritic Deva- Diacritic Deva- Diacritic Deva- 
någart någart någart 
A/a a G/g 3 N/n 4 
Ala aq GH/ gh q P/p q 
I/i z n/n q PH / ph E 
I/1 i C/c 3 B/b aq 
U/u 3 CH / ch 3 BH / bh a 
Ü/u x J/j a M/m q 
R/r x JH / jh a Y/y q 
R/F x N/ii a R/r i 
E/e a T/t z L/1 3 
AI / ai å TH/th 3 Viv q 
O/o a D/d z S/$ a 
AU / au a DH / dh a S/s q 
MM /mm at N/n q S/s a 
H/h a: T/t d H/h z 
K /k z TH / th q KS /ks a 
KH / kh u D/d z TRA/ tra I 
CC-0. Kathie KalidaseBanskrit Uni Ny Hfmtek Collegjon 
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Chapter 1 


Introducing Rasa-Theory (Rasa-siddhånta) 


In the school of Rasa (rasa-siddhånta) founded by Bharata (2"4 
century BC - 2"? century AD) the utmost importance is given not only to 
the idea of rasa but also to bhåva and to the appreciative reader or 
spectator, i.e. sahrdayas. Rasa in Indian poetics is accepted as the highest 
value of kåvya and it is the essence of the soul of poetry. In his 
Kåvyamimåmså Acarya Rajasekhara says: ‘rasa ātmā’. That means rasa 
isthe soul of poetry. Acarya Vi$vanatha holds that a våkya (may be 
asentence, a statement or a composition) having rasa can only be called a 
kåvya: Vakyam rasatmkam kavyam (Sahitydarpana 1. 3). 


The etymology of rasa: The term rasa is derived from the root 
‘ras’ with the addition of either the suffix ‘ac’ (Pacadyac) or ‘gha’ (Pumsi 
samjnayam ghah prayena P. 3.3.118). Accordingly, there can be following 
etymologies of the term rasa: 


- Rasayati iti rasah (that which permeats the spectators with rasa). 

- Rasyate iti rasah - suffix ‘ac’ (that which is tasted or enjoyed by 
the spectators) 

- Rasyate(asvadyate) anena iti rasah - suffix gha (that by which the 
poetry is tasted) 

- — Rasate iti rasah - suffix ‘ac’ (that which flows, i.e. any liquid). 


Various denotations of rasa: The word rasa literally means the 
essence of taste. It also denotes juice, known for its delicacy, sweetness 
and mild intoxicating value. In fact, it particularly refers to the juice of a 
creeper named soma which is now extinct (soma indriyo rasa). Rasa is 
used for liquidity also (rasena samagamsmahi). It is used as the synonym 
of taste (svådi raso madhu peyo varåya). In Ayurveda it refers to a dhàtu: 
rasacchonitam, sonitanmamsam...(Garbhopanisad 2). In Kamasastra it 
denotes rati. In fact, there it is used as synonym to rati: raso ratih pritir 
bhåvo rågo vegah samaptiriti ratiparyayah (Kamasütra 2.1.3.2). 


In the gentext, of Titerature. (poetry, drama. gt; rasa refers to 
aesthetic feeling par excellence which can be kb "With the supreme 


bliss. Its application for explaining the delightful nature of the ultimate 
reality might have been metaphorical in the beginning of the upanisadic 
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age (4000 BC - 2000 BC), but subsequently it became a dead metaphor and 
in its denotational use, it became a synonym for ånanda or bliss 
(Brahmananda-sahodarah). 'Thus, rasa is a term used in the upanisads 
explaining the nature of the ultimate reality (Brahman), which literally 
means an all-pervading existence. According to the Upanisads, ‘the 
ultimate reality is the all-pervading existence (sat) the nature of which is 
absolute consciousness (cif) and delight (ånanda). Thus, rasa is the 
synonym of this absolute delight or ananda. In the context of bhaktirasa it 
is called brahmånanda while in the context of kavyarasa it is known as 
kavyananda. 


The sage Bharata uses the term rasa for the first time as an 
aesthetic concept in his treatise on theatrical performance called 
Nåtyasåstra, which is supposed to have been compiled in the 4" Century 
B.C., in order to explain the nature of the audience’s experience of the 
dramatic performance. He refers to rasa as the delight that the audience 
derives from its experience of the generalized emotions presented in the 
drama. Bharata compares this aesthetic relish to the ecstatic experience of 
the ultimate reality, which was otherwise possible through Vedic rituals, 
rigorous penance and austerity. The Brahmins (the priestly class) believed 
that human experience is basically emotion-oriented as all our actions and 
experiences are always indicative of an emotion. So there is no action 
without displaying an emotion, or in other words, representation of an 
action entails the display of an emotion. The experience of these emotions 
in their individual forms is the cause of human misery. The remedy for this 
misery is therefore to experience the emotions in their general forms 
(sådhåranya). According to Bharata, an emotion presented on stage is 
necessarily free from individual (personal) affiliation and therefore attains 
a pure or general status. He calls this purified or unaffiliated emotion as 
rasa in drama. Thus, the spiritual implication of the term rasa is that the 
nature of the ultimate reality called Brahman is at par with unaffiliated 
emotion. The most precise way of understanding this central point of 
Sanskrit literary theory is that the performance of an action in the world of 
reality, in terms of man’s emotional response, is always personal and it 
causes unhappiness because of its individual affliction, whereas its 
presentation (og tepresentatign), 30,8, dictione, [or d, free from this 
personal affliction and "automatically elevates the experience of this 
emotion into an extraordinary delight (camatkåra). In dramatic 
performance, this presentation is complete in its audiovisual form and 
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therefore the directness of its experience is necessarily of a superior order, 
than what appears in the narrative form of literature, where the audience 
has to visualize the whole presentation mentally. So, dramatic performance 
necessarily manifests an emotion as rasa. Bharata's rasasiitra (axioms of 
rasa) is basically a doctrine of dramatic emotions and offers an analytical 
exposition of the logic behind them. The doctrine of rasa, as originally 
formulated by Bharata in the sixth and seventh chapters of the Natyasastra, 
rests on certain assumptions. In the sixth chapter he describes the method 
of the generation of rasa. 


The Historicity of rasa: The concept of rasa is referred to in the 
phrase of 'sokatråsya-pravrto me’ (Natyasastra). Rasa is the source of 
inspiration but is rendered as taste /essence. Taittirtya-upanisad describes 
rasa as: yad vai tat sukrtam raso vai sah, rasa hyevåyam 
labdhvanandibhavati (Taittiriyopanisad 7.617). Valmiki is also one of the 
greatest ancient critics who felt that what he created was good and made 
him happy. Rasa is therefore, supposed to constitute art experience and the 
critic is one who is capable of rasånubhava. The theory of rasa is 
associated with Bharata though there are references to it in the Vedas and 
Valmiki. Bharata says Brahma received prose (pathya) from Rgveda, songs 
(gita) from Såmaveda, acting (abhinay) from Yajurveda and sentiments 
(rasa) from Atharvaveda: Jagraha pathyam Rgvedat...Rasamatharvanat. 
The context in the Vedas and Upanisads where rasa is mentioned, are not 
exactly aesthetic. The word rasa means sap of essence and refers to the 
experience of the supreme reality which is one of the self-existent delights. 


The karuna rasa of the epic Ramayana has made all the later critics 
and poets look upon Valmiki as the father of theory of rasa. On this basis, 
even the Dhvanivadi Acåryas have accepted rasa as the soul of poetry: 


Kåvyasyåtmå sa evarthastatha cadikaveh purå/ 
Krauficadvandvaviyogatthah sokah slokatvamagatah// 
(Dhvanyåloka 1.5). 


The Theory of Rasa: The earliest work of Indian aesthetics is 
Bharata's 'Natyasastra '. In the course of discussion, Bharata remarks that 
the aim of preségtinigóimlgotiligidashaskrits/boreevo Ken saleRasa, according to 
him, is the product of the combination of the vibhåvas, anubhavas and the 
vyabhicaribhavas. He defines rasa as: vibhavanubhava-vyabhicari- 
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samyogåd rasanispattih (Natyasastra 7. 1-3). That means, the savouring of 
the emotion is possible through the combination or integration of these 
elements: vibhåva (causes and determinants of the rise of an emotion) 
anubhåva (gestures expressive of what is going on in the heart or the mind 
of main characters, like casting a terrified glance, heaving a sigh or 
involuntarily shedding a tear) and vyabhicåribhåvas (transitory emotions 
which go along with and consequently reinforce prevailing mood or 
emotional disposition).According to him, the bhåvas like rati etc. are 
associated with general gunas and therefore they generate rasa (Ebhyasca 
samanyagunayogena rasa nispadyante ). 


Thus, the theory of rasa is stated in all its ramifications only in 
Natyasastra of Bharata. The doctrine of rasa is originally formulated by 
Bharata in the sixth and seventh chapters of his Nåtyasåstra rests on the 
following assumptions: (1) Emotions are manifested in poetry, as in the life 
by a combination of situational factors. (2) There are a specific number of 
emotions. (3) Some of them are permanent, irreducible mental states while 
others are fugitive and dependent. But the permanent ones alone can be 
developed into aesthetic moods or rasas. (4) Å poetic composition is an 
organization of various feeling tones but it invariably subordinates the 
weaker tones to a dominant impression. (5) Feeling tones are brought 
together in a poem, not indiscriminately, but according to logic of 
congruity and propriety. In his famous rasa-sütra, Bharata explains how 
emotions are expressed in poetry: 'Emotions in poetry come to be 
expressed through the conjunction of their causes and symptoms, and other 
feelings which accompany the emotions’ (Natyasastra VI-31). 


Here Bharata stipulates three necessary conditions which must be 
present together for an emotion to become manifested: 


1. That which generates the emotion called vibhåva, which includes 
alambana and uddipana: 


- The object to which the emotion is directed, i.e. the intentional 
object (alambana vibhåva), e.g. heroes and heroines etc. 


- The FAUSES and circumstances which excite the emotion 
ayikul, Kalidas Sanskrit University Ramtek C. d 


(uddipana-a -vibhava), e.g. youth, privacy, moonlight etc. 
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2. The overt expressions (actions and gestures) which exhibit the emotion, 
called anubhåva, e.g. tears, laughter etc. 


3. Other ancillary feelings such as depression, elevation, agitation, which 
normally accompany that emotion. 


Bharata, the profounder of the theory, lists as many as forty-nine 
emotional states or bhåvas, of which eight are primary or durable states 
(sthåyins), with their corresponding rasas or aesthetic moods, thirty-three 
transitory states (vyabhicarins), and eight involuntary expressions like 
tears, horripilation, trembling, etc. which are also thought to be the mental 
states although they appear as physical conditions. The eight basic 
emotions are: erotic-love, comic-laughter, grief, fury, heroic-energy, fear, 
revulsion-disgust and wonder. Bharata's lists of eight basic emotions are 
subjected to centuries of controversy and other emotions too were added to 
the list. But, finally, the number was fixed at nine, with subsidence or 
serenity added as the ninth emotion. In some cases the distinctions between 
them seem unnecessary and subtilized. However, Bharata's fundamental 
distinction between the permanent and transitory states must be accepted as 
a valid distinction and his most original contribution to the emotive theory. 


Bharata gives the most comprehensive analysis of its sources, 
nature, and its categories. The main topics, dealt with in the Natvasastra, 
are four only, acting, dance, music and rasa (aesthetic sentiment) where 
rasa is the central subject, the first three being the means of presentation of 
rasa. In the Natyasastra, rasa (aesthetic sentiment) has been elevated to a 
full-fledged theory called rasa-siddhanta. The greatest merit of this theory 
consists in the fact that it has erected its magnificent edifice on the solid 
foundation of the commonalty of bhåva (human feelings and emotions) 
classified into two, sthayibhava (basic mental states) and vyabhicaribhava 
(transitory emotion). Like the first chapter which is an answer to the 
questions raised by the pupils of Bharata, the rasådhyåyas (sixth and 
seventh chapters) also deal with the inquiries made by them. These 
inquiries are about bhåvas (the sentiments), sthåyibhåvas (basic 
sentiments) and abhinaya (the histrionic representation), rasa (aesthetic 


pleasure) etc. 
CC-0. Kavikulguru Kalidas Sanskrit University Ramtek Collection 
Experience of rasa (rasanubhava) Rasa is the developed 


relishable state of a permanent mood, which is called sthayibhava. This 
development towards a relishable state results by the interplay on it by the 
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attendant emotional conditions which are called vibhåvas, anubhåvas and 
sancari lvyabhicaribhavas. The production of aesthetic rasa from bhåvas 
is analogous to the production of tastes / juices of kinds from food with 
condiments, curries, pastes and spices. Vibhåvas means kårana or cause. It 
is of two kinds: ålambana, the personal or human object as well as 
substratum and uddipana the excitants. Anubhåva, as the name signifies 
the effects following the rise of the emotions. Vyabhicaribhavas are 
described later. 


Number of rasas and their status: There is a view that rasas are 
innumerable. But Bharata talks of only eight. In fact, initially he mentions 
only four basic rasas in which the remaining four emerge. Not even once 
the question regarding the number of rasas is raised in Natyasastra. Lollata 
clearly mentioned that the number of rasas could be innumerable. 
However, the mostly accepted eight rasas of Indian poetics are enlisted in 
Bharata's Natyasastra as follows: 


Srigara-hasya-karuna-raudra-vira-bhayanakah/ 
Bibhatsadbhutasamjfiitascetyastaunatye rasah smrtåh// 


(Natyasastra 6.15). 


Out of these eight rasas, srngara and karuna have a special status. 
Hence their status is being specifically stated in the following paragraphs: 


The status of Srigdra as Rasaraja (the king of sentiments): 
Among the eight types of prominent rasas, the srngdara or the sentiment of 
love has been considered best by the rhetoricians. Bhamaha says in his 
Kavydlankara (14.3) that it is relishable by all starting from a child to an 
old man: 


Anusaritarasaánam rasyatamasya nanyah/ 
Sakalamidamanena vyaptamavalavrddham// 


Further he says that without srngdra the poetry becomes dull and 
charmless: 


CC-0. Kavikul Kalidas Sanskrit University Ramtek Collection 
Taditi viracaniyah samyagesah prayatnåd / 


bhavati virasamevånena hinam hi kavyam// 
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Bharata, in his Nåtyasåstra also accepts the prominence of the 
srngara rasa and he mentions it first in the order of the rasas. It is never 
the fact that he has placed srngåra in the beginning on the virtue of the 
metre. In fact, he is also in favour of establishing srngåra as best among 
other rasas. Bhoja says that if the poet is studded with sentiment of love 
(srngari) then the whole world becomes full of sentiments and if he is 
devoide of that then it becomesdull and charmless: 


srngari cet kavih kavye jatam rasamayam jagat/ 
sa eva ced asrngari nirasam sarvameva tat// 
(Sarasvatikanthabharana). 
He is of the opinion that $rngåra is the only sentiment: rasa srngdra eva 
ekah. Anandavardhana also says that srøigåra is the best, because it is 
sweet and delights most: Srngåra evam madhurah parah prahladano 
rasah/ (Dhvanyåloka 2.7). 


Tha status of karuna as the only rasa (Eko rasah): Whether the 
relish of karuna-rasa gives pleasure (sukha) or sorrow (duhkha) is a riddle 
before the rhetoricians. Sufficient evidences are available in favour of both 
the views. The famous statement of of Dhvanyåloka (1.5) in the context of 
Ramayana (Sokah slokatvamågatah) is the seed of the importance of 
karuna-rasa. Gradually the statement got wider scope and the other 
sentiments like srngåra etc. also came in the circumference of it. So far as 
the importance of karuna-rasa is concerned, full credit may be given to 
Bhavabhiti who says in his magnum opus dramatical composition 
Uttararamacaritam (3.47) that karuna is the only rasa and it acquires 
different names due to various efficient causes: Eko rasah karuna eve 
nimittabhedat. Anandavardhana accepts karuna as more pleasurable than 
even srngdara because of mddhurya (sweetness) and ardratà (wetness) 
present there. He says in his Dhvanyåloka: 


srngare vipralambåkhye karune ca prakarsavat/ 
mådhuryam ardratam yati tatastatrådhikam manah// 
(Dhvanyåloka 2.8) 


Acarya Visvanåthasaysudn, bisuSGhimadatananihatutben falling of tear 
(asrupåta) does not prompt karuna to be duhkhåtmaka, because asrupata 
shows the state of liquidity (dravanasilata) or softness of the heart: 
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asrupatadayastadvad drutatvåccetaso matah. He says further that even the 
rasas like karuna etc. give pleasure to the sahrdayas: 


Karunådåvapi rase jayate yat param sukham / 
Sacetasamanubhavah pramanam tatra kevalam// 
(Såhitvadarpana3.11). 


Additional Rasas: In addition to the traditional eight divisions a 
few more sentiments have been accepted later by Acaryas (especially in 
literature). They are: Santa (peace or trangility), bhakti (spiritual devotion), 
desabhakti (patriotic devotional love), vatsalya (parental love) and preya 
etc. Similarly some more rasas, are also imagined, namely, bråhma-rasa, 
kårpanya-rasa, prasanta rasa etc. Amongst the later Acaryas, some have 
accepted rasas as twelve, some as thirteen. In Bhoja's Srigdraprakdsa the 
number goes upto twenty. However, V. Raghavan holds that the number of 
rasas has been accepted upto twenty three by different Acaryas. Of these 
additional rasas, Santa, bhakti and to some extent våtsalya also got a 
separate status by the rhetoricians. 


The status of santa as 9" rasa: As the tradition of alankåra-såstra 
developed from the 6" to 10" centuries CE, a 9" rasa was contentiously 
endorsed by certain scholars. This rasa was only widely accepted after an 
extended philosophical and aesthetic theorization of Abhinavagupta. Thus, 
$ånta-rasa was added to the list. Acarya Mammata clearly says: Nirvedah 
sthayibhavo’sti Sànto'pi navamo rasah. In fact, Bharata has already 
indicated about this ninth rasa in his Nåtyåsåstra when he says all the 
sthayibhavas like rati etc. are generated from santa and again get merged 
or lost their existence in Santa only: svam svam nimittamadaya santad 
bhåvah pravartate/ punarnimittapayeva sånta evopaliyate//. Further he 
says that sånta-rasa is quite possible: Atah santarasah sambhavati. This 
addition had to undergo a good deal of struggle between the 6" and the 10" 
centuries, before it could be accepted by the majority of the alankarikas, 
and the concept of nava-rasa could come into vogue. Santa-rasa functions 
as an equal member of the set of rasas but it is simultaneously distinct 
being the clearest form of aesthetic bliss. Abhinavagupta compares it to the 
string of a jew&æHedaviedktasejdavhnkeritbninsjy Rottebeolsppealing for most 
people; it is the string that gives form to the necklace, allowing the jewels 
of the other eight rasas to be relished. Relishing the rasas and particularly 
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santa-rasa, is hinted as being as good as but never equal to the bliss of 
self-realization experienced by yogis. 


The status of Bhakti as a rasa: In the literary compositions, the 
emotion of bhakti as a feeling of adoration towards God (paranuraktir 
isvare bhaktih) was long considered only a minor feeling fit only for the 
stotras, but not capable of being developed into a separate rasa as the sole 
theme of a whole poem or drama. In the 10" century, it was still struggling, 
and Acarya Abhinavagupta mentions bhakti in his commentary on the 
Nåtyasåstra, as an important accessory sentiment of the sånta-rasa, which 
he strove with great effort to establish. However, just as santa slowly 
attained a state of primacy that it was considered the rasa of rasas, bhakti 
also soon began to loom large and despite the luke-warmness of the great 
run of alankarikas, had the service of some distinguished advocates, 
including Tyågaråja. It is the Bhågavata of Vyasa that gave the great 
impetus to the study of bhakti from an increasingly aesthetic point of view: 
Pibata bhågavatam rasamålayam muhuraho rasika bhuvi bhavukah. 
Similarly, —Haribhaktirasåmrtasindhu, Ujjvalantlamani, Såndilya- 
bhaktisutra, Nårada-bhaktisitra and Bhagavad-bhakti-candrikå etc. 
accept pară bhakti as rasa (para bhaktih praktå rasah). In 
Ujjvalanilamani, Sri Rüpagosvàmi says: 


Vaksamanaih vibhavadyah svadyatam madhura ratih/ 
Nita bhaktirasah prokto madhurakhyo mantsibhih// 


In fact, the Glambana of srngåra is laukika whereas that of bhakti is 
alaukika. P.V. Kane quotes Sri Rüpagosvàmi in this context and says: 
"Rüpagosvami says that what is called illicit and secret love and is 
ordinarily condemned is the highest pinnacle of srngåra and that the 
condemnation applies only to ordinary mortals and not to a completely 
perfect avatara (Krsna) who took to an incarnation to give a taste of mystic 
love to his devotees”. In short, bhakti can be accepted as a rasa, because it 
has sthayibhava like love (prema) or anuråga towards god ,alambanas like 
the avataras, namely, Rama and Krsna etc., uddipanas like the virtues and 
activities of those avatåras along with bhaktasangati, vyabhicaribhavas 
such as harsagCRiKvebligurasfalidas YatsrkutiversyRebbd Casectlake netravikdsa, 
romáfica and stammering or stuttering speech (gadgada vacana) etc. 
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The status of Vatsalya as a Rasa: For the first time Bhoja 
(Srgåraprakåsa 1.6) and Shrikrishna have appealed for våtsalya to be 
considered as 10" rasa. Shrikrishna says other Acaryas accept våtsalya as 
10? rasa having karuna as sthayibhava (Anye tu karunasthayivatsalyam 
dasamo pi và). Rudrata also has accepted the 10" rasa as preya and here 
preya stands for våtsalya. According to Karnapüragosvami, Bhoja accepts 
eleven rasas including vatsala and  preya as separate rasas 
(Bhojastuvatsala-preyabhyam ekadsarasanacaste). But as Vi$vanatha says 
though vatsala has the qualities of a rasa it cannot be treated as 10" rasa: 
*vatsala sa rasa iti tu na sa dasamo matah' (Sahityadarpana 3.255-56). 
Abhinavagupta also says that it can be incorporated in bhaya (vatsalya 
måtåpitrådau sneho bhaye visrantah). 


Elements of rasa (corresponding colours and deities): Bharata 
Muni enunciated the eight rasas in the Nåtvasåstra where it is said that 
each rasa has a presiding deity and a specific colour. There are four pairs 
of rasas. For instance håsya arises out of srngåra. The aura of a frightened 
person is black and the aura of an angry person is red. Bharata Muni 
establishes the fact in his Natyasastra (6.42 - 45) as shown in the following 
table: 















































Sentiment Sthayibhava Presiding Deity | Specific Colour 

Srågåra love, attractiveness Visnu light green 
($yåma) 

Hasya laughter, mirth, | Ganesha white /pramatha 

comedy 

Raudra fury Rudra red 

Karuna compassion, tragedy | Yama dove coloured 
/grey 

Bibhatsa disgust, aversion Siva blue 

Bhayånaka | horror, terror Kala black 

Vira heroic mood Indra wheatish brown 

Adbhuta wonder, amazement | Brahmå yellow 

Sånta peace or tranquility Visnu, Pusa white, red 

Våtsalya parental love Vasudeva slightly red 





Howevege &he, qaresidingadeities AAC ORME andithe relationships 





between these additional rasas have not been specified. Bharata considers 
eight rasas to which three more rasas have been added by Udbhata and 
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Abhinavagupta. Below is furnished a table, demonstrating the sthayis and 
their corresponding rasas: 















































Sthayis Corresponding Rasas 

Rati love giving rise to ‘srngdra’ or the erotic 
Soka grief to ‘karuna’ or the pathetic 

Krodha wrath to ‘raudra’ or the furious 

Utsåha energy to ‘vīra’ the heroic 

Bhaya *bhayanaka' or the terrible 

Hasa humour to ‘hdsya’ or the comic 

Jugupsa disgust to ‘bibhatsa’or loathsome 
Vismaya wonder to ‘adbhuta’ or the marvellous 
Sama the mental tranquillity tosanta 
Bhagavadrati | love towards God to bhakti 

Apatya-rati | love towards children åcåryas to vatsalya 
Desa-rati love or patriotism towards country to desa-bhakti 








The nature and form of Rasa: Since it is the sthayibhava which 
attains to rasa-hood, the number of rasas corresponds to the number of the 
sthayibhavas. Bharata says in his Nåtyasåstra that sthayibhava itself 
attains the name of rasa: Nånåbhåvopahitå apisthayino bhava rasatvam 
åpnuvanti... Vibhavånubhåva-vyabhicåri-parivrtah sthayibhavo rasanåma 
labhate narendravat (Nåtyasåstra 6.26-32). Not only Bharata, but almost 
all the poeticians have accepted sthåyibhåva itself as rasa. In 
Kåvyaprakåsa Mammata says that the sthayibhavas which are expressed 
by vibhåva etc. are known as rasa: Vibhåva anubhåvåstat kathyate 
vyabhicarinah /Vyaktah sa tairvibhavadyaih sthayibhavo rasah smrtah 
(Kåvyaprakåsa 4.28). 


Dhanafijaya says that sthayibhavas which are brought to the state of 
relishing (åsvådya) by  vibhàva, anubhava, såttvikabhåva and 
vyabhicaribhava etc. are recalled rasas: Vibhåvair anubhåvaisca såttvikair 
vyabhicåribhih / Åntyamånah svådyatvam sthåyibhavo rasah smrtah 
(Dasartipaka 3.1). To explain sthayibhava Dhanafijaya further says that 
which is not cseparafedurframs Hitkuddhgersapshmavinuddha bhåvas and 
transforms even the opposite bhåva into his own, is called sthåyibhåva just 
as the ocean makes all other things salty through its salty water: 
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viruddhair aviruddhair vå bhåvaih vichhidyate na yah/ 
atmabhavam nayatyanyan sa sthayi lavanåkarah// 
(Dasarüpaka 4.34). 
Acarya Vi$vanatha says that which cannot be obstructed or hidden by 
viruddha and aviruddha bhavas is called sthayibhava: 


Aviruddha viruddhå và ya nirodhatumaksamah / 
Asvadankurakando’sau bhåvah sthåytti sammatah 
(Såhitvadarpana 4.174). 


Panditaråja Jagannåtha also holds similar views in different wordings as he 
says that the bhåvas which cannot be discarded by sajåttya and vijåttya 
bhavas are called sthayibhavas: Sajatiya-vijattyair atiraskrtamurtimån / 
Yavadrasam vartamånah sthayibhava udahrtah (Rasagangadhara). 


Rasa-daså (relishable state): Each of us is fitted with a built-in 
structure of *sthayibhavas! or basic mental states which are the modified 
forms of basic drives or instincts as a result of centuries of evolutionary 
process of humanization and social living. These sthåyibhåvas (permanent 
emotions), which are chiefly eight in number, are heightened to a 
relishable state called rasa-dasa' by the poet so that we have one rasa or 
emotion corresponding to each of them. It is the sthåyrbhåva which is the 
basis of rasa. Vibhåva, anubhåva and vyabhicåribhåva awaken this innate 
emotion bringing it into a relishable flavour called rasa. This flavour or 
state remains subjective unless it is delineated by the poet in kavya where 
he objectifies his experience. S. K. De, defining this state, says: ‘it is 
practically admitted on all hands, on semi-psychological considerations of 
poetry, that the rasa is a state of relish in the reader, of the principal 
sentiment in the composition, a subjective condition of his mind which is 
brought about when the principal or permanent mood (sthayibhava) is 
brought into a relishable condition through the three elements vibhava, 
anubhåva and vyabhicaribhava exhibited in the drama. The poet succeeds 
in doing this by resorting to the devices of concretization’. 


Bhåva: Bhåva is a term pertaining to the doctrine of rasa 
profounded by Bharatanh can he.etymalogised Hye NANS: 
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(i) Bhavati iti bhavah (kavigatah bhavah) poet’s bhava i.e. 
insight vision or experience. In Nåtyasåstra, Bharatamuni 
says: kaverantargatam bhava bhavayan bhava ucyate. 

(ii) = Bhavayanti iti bhavah (vibhåva, anubhåva etc.) poetic or 
dramatic means of articulation. Mammata defines this 
bhava as: Ratirdevadivisaya vyabhicari tathasritah/ 
bhavah proktah (Kavyaprakasa 4.35). 


Visvanatha also defines bhava as: 
Sancarina pradhanani devadivisaya ratih / 
Udbuddhamatrah sthayi ca bhava ityabhidhiyate// 
(Sahitvadarpana 3.260-61). 


Amarakosa also accepts bhava as vikāra of mind: Vikaro månaso bhåvah. 
This bhava is of four kinds, namely, vibhava, anubhava, vyabhhicaribhava 
or sancaribhava and sthåvibhåva. When the saficårin is delineated 
principally rather than temporarily, the sthåyi is merely awakened, failing 
to reach the magnitude of rasa due to not being nourished by vibhåvas etc. 
Abhinavagupta says that the rasa and bhåva co-operate each other. The 
bhàvas generate rasas and the rasas make the bhåvas: Bhava 
rasascanyonyam bhavayanti. Bhåvå rasan bhåvayanti mnispådayanti 
rasastu bhavan bhavayanti bhavan kurvanti bhåvådivyapadesån kurvanti 
(Abhinavabharati6.6). 


Abhasa (semblance of rasa): Abhdsas are associated with rasa and 
bhava and so are they called rasabhasa and bhåvåbhåsa. When the 
concerned emotions are delineated in respect of persons who are normally 
not regarded as appropriate objects of those emotions, we have rasabhasas. 
For example, when nåyikå is in love with many persons simultaneously. 
Different rasas and sthåyis have their own åbhåsas allied to concerned 
vibhavas. It can also be said that when an emotion or feeling is delineated 
in persons who are not usually considered repository of that emotion, we 
have rasabhasas. Emotion like bashfulness depicted in a prostitute is an 
example of rasabhasa. 


Constituents of rasa: From the above discussion it is clear that 
rasa is the cøAbikatkonunofuigorsresktdnhsttuertstunarely sthayibhavas, 
vibhavas, anubhåvas, sattvikabhavas, vyabhicåribhåvas or sancaribhava. 
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1. Sthayibhavas (basic mental states or sentiments): According to Bharata, 
each one of us is fitted with a built-in structure of sthåyrbhåvas which are 
the modified forms of basic drives or instincts as a result of centuries of 
evolutionary process of humanization and social living. These 
sthayibhavas are chiefly eight in numbers, namely, rati, håsa, Soka, 
krodha, utsåha, bhaya, Jugupså and vismaya: 


Ratirhåsasca sokasca krodhotsahau bhayam tathå / 
Jugupså vismayasceti sthayibhavah prakirtitah// 
(Natyasastra 9.17). 


Bharata means to say that when certain sthåyibhåvas are excited 
using appropriate vibhåvas, anubhåvas and vyabhicaribhåvas, the 
sthayibhava is transmuted to its corresponding rasa. The term rasa has a 
twofold significance; it means the ‘aesthetic content’ of literary art and 
‘aesthetic relish’ which the reader-spectator enjoys. No literary work can 
ever proceed without rhetorical sentiment and aesthetic relish. Now, rasas 
arise from a proper combination of the stimulants (vibhåva), the physical 
consequents (anubhdva), and the transient emotional states 
(vyabhicåribhåva). 


The Nåtyasåstra identifies and enlists eight bhåvas (moods) with 
eight corresponding rasas. These sthåyrbhåvas are heightened to rasa-dasa 
(relishable state) by the poet so that we have one rasa corresponding to 
each of them. The corresponding rasas (aesthetic sentiments) of the 
sthåyibhåvas (basic sentiments) are noted in the table below: 
































Sthaytbhavas | Basic Sentiments Rasa Sentiment 
Rati erotic love Srngara Erotic 
Soka grief or sorrow Karuna Pathetic 
Krodha wrath or anger Raudra Anger 
Utsaha Energy Vira Heroic 
Bhaya fear or terror Bhayånaka | Fear 
Hasya humour or mirth Hasya Laughter 
Jugupsa Disgust Bibhatsa Disgust 
Vismaya Astonishment Adbhuta Wonder 

















Fhe POET ees Ti dan TAS BY FURS to the devices 


of concretization. 
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2.Vibhåvas: Vibhåvas are the objective conditions producing an emotion 
(vibhåvayanti iti vibhavah). Vi$vanatha says that which stimulates or 
enlightens rati etc. is called vibhavas: Ratvådyudbodhakåh loke vibhava 
kavyanatyayoh (Sahityadarpana 3.29). According to Bharata, vibhåvas are 
the causes whic insists or prompts the mental state through dramatic 
actions (abhinaya) such as våcika, ångika and såttvika: 

Vibhåvyate 'nena vågangasattvåbinaya iti vibhavah / 

vathå vibhåvitam vijfíatamityarthantaram// 

(Natyasastra 7.4). 


The vibhåvas (causes and determinants of the rise of an emotion) are of 
two kinds: ålambana-vibhåva (the characters with respect to whom the 
emotions are aroused) and uddipana-vibhåva (the features or 
circumstances that accentuate the feelings of ålambana or inspire the 
emotion). The vyabhicaribhavas (saficåribhåvas) are the various fleeting 
or temporary emotions which lie upon the dormant emotion. For example, 
a woman waiting for her lover may experience a variety of emotions like 
jealousy, despair, anxiety and over fondness. 


The ålambana (supporting causes, usually the hero or the heroine 
or such objects) are again of two types: visayalambana (person or object of 
the rise of an emotion or the person or object for whom the emotion is 
awakened) and dsraydlambana (person in whom the emotion is 
awakened). Through the conjunction of these elements the poet activates 
with some kind of empathetic induction, the propensity of sthåyibhåvas 
(basic sentiments) in the reader and the moment it is consummated, the 
sahrdaya (sensitive reader) experiences an afflatus or transport which is 
designed as rasa. 


The determinants of an emotion are those objects or factors, which 
generate that emotion. They are of two kinds. The first is the primary or the 
generative factor (alambana vibhåva), which directly brings out the 
emotion in a person. This could be an object, person, scene, or even 
thought which excites a particular emotion, e.g., a man may experience the 
emotion of love at the sight of his beloved. Here, the beloved is the 
generating factor of the feeling of love. However, the mere presence of the 
object is not errcügrliatckdhrim Kabat seeritáttinifeelinisstrh Geseckomotions, though 
object oriented, may lie dormant in our natures and may not manifest 
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themselves without the presence of appropriate situational factors. This is 
called the exciting factor or uddipana-vidbhava. 


3. Anubhåvas: There is a controversy over the number of 
anubhåvas. Bharata accepts three, namely, våcika, ångika and såttvika 
(7.3-4). Bhanudatta accepts four, namely, kayika, månasika, åhårya and 
sattvika. Some others accept them as five by adding våcika to the above list 
of four. However, anubhåvas are mainly accepted as of two types, namely, 
voluntary gestures and physical gestures. 


(i)Voluntary gestures: Such anubhåvas (gestures expressive of 
what is going on in the heart or the mind of main characters) are the 
physical changes due to the rise of an emotion. In actual life they are 
known as effect of emotion. These changes are voluntary as they can be 
produced by an effort of the will. They are called anubhavas because: 


- They communicate the basic emotion to the characters, present on 
the stage. 

- They make known the nature of emotion in the hero. 

- They make the spectator experience an identical emotion. 


(ii) Physical gestures: Such anubhåvas or the emotional states will 
become objects of discourse only when expressed in an overt or visible 
manner, in speech, action or gesture. The Sanskrit term for such 
behavioural expressions is anubhava, etymologically meaning that which 
follows or ensues from the feeling as its effects 'anubhavayanti iti 
anubhavah’. In Rasagangadhara Panditaraja Jagannåtha says that since it 
is generated after sancaribhava, it is called anubhåva ‘Anu pascad bhava 
utpattih yesam / anu anubhåvayanti iti và vyutpatteh'. Similarly in 
Dasarüpaka Dhanafijaya calls anubhåva a vikara and bhåva a sücaka: 
Anubhåvena vikarastu bhåvasamsiicanåtmakah (Dasarüpaka 34). On the 
other hand Visvanataha says that the bhavas generated from the causes like 
alambana and uddipana etc. are called anubhåva: Udbuddham karanam 
svaih svaih bahirbhåvam prakasayan (Sahityadarpana 3.132). 


In dramas these behavioural expressions are the only means of 
presenting emqtong; and. theyaaseathesubieglaguatiecaof the dramatic 
presentation or enactment (abhinaya). According to Abhinavagupta (10" 
C. AD), expressing the emotions is leading others towards knowledge of 
those emotions. Hence these (shrugs, sidelong glances, knitting the 
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eyebrows and so forth) are at once expressions as well as the actions 
exhibited (abhinayas). Bharata delineates how the emotions are caused and 
how they must be exhibited on stage. Grief arises from bereavement by 
death of a dear one, loss of property, experiencing the sorrow of those who 
are near to you and so on. These are its causes. It is exhibited by shedding 
tears, wailing, weeping, turning pale, a hoarse voice, sinking of the limbs, 
stretching or rolling on the ground, crying aloud, long and heavy breathing, 
trembling, numbness, loss of memory, going mad, becoming immobilized, 
turning hysterical, swooning, dying etc. These are the expressions and 
physical gestures of an emotion. From the various physical gestures and 
expressions mentioned above, it can be seen that like shedding tears, 
changing colour and trembling are bodily conditions that directly emanate 
from certain psychic states whereas others like hitting the head, wailing 
and so on are more voluntary gestures and are capable of being controlled. 
Some gestures can also be acquired in the course of social experience. 
Bharata draws a distinction between these voluntary expressions and 
involuntary reactions of an emotion. Tears, trembling, turning pale or 
fainting may not be called gestures since they are beyond human control. 
They are symptomatic reactions caused directly by certain psychic 
conditions and are called såttvikabhåvas or mental reactions as they are 
direct result of mental states. Bharata therefore, treats them as a separate 
class and lists eight of them; stupefaction or immobilization, perspiration, 
horripilation, change of voice, trembling, change of colour, tears and 
fainting. These symptoms are exceedingly difficult to exhibit on the stage 
and can be accomplished only through extreme concentration on the part of 
the actors or actresses so that they actually bring themselves to feel these 
mental states or successfully simulate them. 


(iii) Sattvikabhavas (involuntary gestures): Like anubhavas there 
are såttvikas which are nothing more than anubhåvas. But while 
anubhavas are voluntary, såttvikas are involuntary as they can take place 
only when the concerned emotion is actually present in the heart. They are 
unmistakable reflections of inner emotive state. They are eight in number 
as recorded in the following verse of Dhanafijaya”s Dasarüpaka: 


Stambhah svedo tha romaficah svarasado tha vepathuh / 
0. Kavikulguru Kalid krit;University Ramtek Colleeti p 
VED PY PU SPUR ENTE SORA Smrtadv/ 


The following table shows the position of sattvikabhava in Natyasastra: 
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Såttvikabhåvas Involuntary Gestures | References 

Sveda perspiration Natyasastra 6.95 
Stambha stupefaction, torpidity Natyasastra 6.96 
Vepathu / Kampa tremor, trembling Natyasastra 6.98 
Asru tears Natyasastra 6.98 
Romdnca horripilation Natyasastra 6.98 
Pralaya swoon Natyasastra 6.99 
Vaivarnya pale or discoloration Natyasastra 6.96 
Svarabhanga change of voice or tone | Natyasastra 6.99 














In addition to that, the Hindi poet Bhanukavi accepts the ninth 
såttvikabhåva as jrmbhå (yawning) in his Rasaratnåkara: "Jrmbhà navam 
vakhån hi koü kavi satabhava”’. In fact, såttvikabhåva is not quite different 
from anubhåva says Dhanafijaya in his Dasartipaka. It is called 
sattvikabhava because it is generated from sattva i.e liquidating the mind 
of | bhàávaka | with sorrow and happiness: —— Prthagbhava 
bhavantyanye 'nubhavatve'pi såttvikah / Sattvådeva samutpattestacca 
tadbhåva bhåvanam. 


(iv) Vyabhicåribhåvas or sancaribhava (transient emotions): 
Bharata has used bhåvas or bhavands in a technical sense from the point of 
view of the spectator. They are called mental states which pervade the 
mind of the spectator as a perfume does with the cloth. They are of two 
types: vyabhicaribhavas (transitory mental states or moods) and 
sthayibhavas (basic mental states). Vyabhicaribhavas are transient 
emotions. They are like waves, which rise from the ocean of the basic 
mental state and subside into the same. Though they are mental states, they 
appear as it was embodied. These supporting feelings are short lived and 
they can enter into alliance with a number of sthayibhavas. The permanent 
mood or the sthåyibhåva is a major emotion which is developed by a 
number of minor feelings called vyabhicaribhavas or sancaribhavas. 


While defining sancaribhavas in his Dasariipaka Dhanafijaya says 
that the bhåvas which are meant for sthayibhavas are called saficaribhavas 
as they come to existence in sthayibhavas and l^ t subsided there just as the 


d ren uru Kalidås se s Kity vers mtek G legtjon 
waves are raised in ean an stroye here 1tse 


Visesadabhimukhyena caranto vyabhicarinah/ 
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Sthayinyunmagna-nirmagnah kallola iva våridhaull 


There are thirty three 


(Dasarüpaka 4.7). 


such minor feelings (vyabhicaribhavas or 


saficaribhavas) recorded by Bharata in his Nåtvasåstra (7.27) as shown in 


the following table: 





Vyabhicari- 
bhåvas 
Saficari-bhàvas 


or 


Corresponding Signs or Symptoms 





Nirveda 


despondency, aversion, discouragement indicated by 
tears, sighs, pensiveness, etc. 





















































Glani fatigue, depression, internal weakness by weak voice, 
lustreless eyes, sleeplessness, gait. 

Sanka doubt, apprehension by unsteady looks, hesitating 
movements. 

Asüya envy, jealousy by decrying others" merits. 

Mada Intoxication by laughing, singing,  sneezing, 
hiccough. 

Srama weariness, exhaustion by heavy breaths, twisting of 
limbs. 

Alasya indolence, sloth by moroseness, sleeplessness, 
disinterest in work. 

Dainya piteousness, depression by dullness, 
absentmindedness, negligence of cleanliness. 

Cinta sorrow, anxiety by deep breathing, meditation, 
sighing, agony. 

Moha passion, distraction by reeling sensations and 
staggering looks. 

Smrti recollection, remembrance by knitting of eyebrows, 
nodding of head. 

Dhrti courage, composure by general indifference to grief 
or passion etc. 

Vrida shame, bashfulness by dullness of eyes, scratching of 

CC-0- Hab gin Kalidas Sanskrit University Ramtek Collection 

Capalata waywardness, inconstancy by harsh words, rebuke, 
vapulation. 

Harsa joy by brightness of looks, horripilation. 
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Avega agitation by distress in limbs, tightening of clothes. 

Jadata stupor by loss of movement and energy, blank gazes. 

Garva arrogance, pride by irresponsiveness, haughty 
manners, sarcastic smiles. 

Visada despair, frustration, dismay by deep breathing, loss of 
energy 

Autsukya inquisitiveness, eagerness by sighs, drowsiness, 
thinking 

Nidra sleep by obvious gestures 

Apasmara epilepsy, catalepsy by throbbing, tremor, perspiration 

Supta dreaming by obvious ensuants 

Vibodha awakening, wakefulness by yawning 

Amarsa indignation, anger by evident gestures. 

Avahittha concealment, dissimulation by break in speech, 
feigned patience 

Ugrata ferocity, vehemence by acrimony, scolding, 
threatening. 

Mati knowledge, rationality by coolness of behaviour, 
ascertaining meaning. 

Vyadhi sickness by evident symptoms. 

Unmåda insanity by evident behaviour. 

Marana death by evident symptoms. 

Trasa fright, terror by evident symptoms. 

Vitarka deliberation, reasoning by evident symptoms. 








The primary mood portrayed in the drama attracts other ancillary 





feelings. No emotion can appear in its purest state without involving other 
secondary feelings. Thus, love-in-union is associated with a host of other 
feelings like bashfulness, infatuation, agitation, eagerness, pride, 
cogitation, vacillation, gladness and many others. Love-in-separation 
attracts self-deprecation, doubt, fatigue, jealousy, brooding, anxiety, 
drowsiness, dreaming, malady, fits and so on. These feelings are transient 
and are called vyabicåribhåvas or saficåribhåvas. Without the 
reinforcement of the fleeting emotions, no emotion is developed into an 
enduring mood. Mood is a whole sequence of different feelings that, 


intermingling 204 interactipg, with, one, anofhen, emerge as a single 
dominant strain or 1mpression. Hence, dramatic performance consists not 
only in presenting emotions through their objects and expressions, but also 


in developing an emotion into a sustained mood by exhibiting an entire 
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emotional sequence of alternating strands. However, the transitory feelings 
are not absolutely necessary for the development or expressions of 
emotions; they are only a means of reinforcing and enhancing it. Emotions 
are caused by their objects, manifested by their expressions and nourished 
by other ancillary feelings. But Bharata lays emphasis on the introduction 
of other secondary emotions in order to sustain or prolong the mood 
throughout the whole length of the drama. 


Factors of rasa-vighna (obstructions to rasa-experience): In 
Abhinavabharati, Abhinavagupta locates seven factors of rasa-vighna, 
namely, refusal by the spectator or reader to concede the existence of the 
rasa; his getting overpowered by feelings of pain and pleasure; 
engrossment in personal pleasures or afflictions; absence of the means of 
perfections and animated perfections; delineation of non sentient objects or 
of vyabhicaris which depend upon sthayi; spectator's incertitude as to the 
rasa purposed by the poet. 


Friendly and opposing emotions: A particular emotion can 
sometimes consort with emotions opposed to its own nature, but only 
under certain conditions; these have been called the ‘opposing’ tones or 
emotions. Bharata has laid down certain guidelines for the combination of 
friendly and opposing emotions. 


Some mental states are mutually incompatible with each other and 
cannot co-exist whereas others can harmonize well at all times. Thus, one 
cannot be both attracted and repelled by the same object at the same time, 
nor can one feel pity and rage, or pity and fear, or love and fear towards the 
same person. On the other hand, certain emotions like love and wonder, 
love and mirth, heroism and fury, fear and disgust etc. can co-exist. 
However, the congruity or incongruity also depends on situational factors. 
Sometimes opposing emotions can come and clash with each other in the 
same situation. In determining mutual opposition between emotions the 
following factors must be taken into consideration: whether the 
contradictory emotions appear in the same locus (person) or in different 
locus, whether they appear in a locus at the same point of time and in the 
same circumstances or at different times and in different circumstances; 
whether they G@ppdawiksigurdKelidsatmekril OcussitsReoessivtetyon or with other 
intervening emotions; whether they are caused by the same object or by 
different objects; whether they are treated as being equally powerful, or 
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whether one of them is subordinated; and whether the opposition is 
between two basic emotions, between two transient ones or between a 
basic emotion and a transient emotion. Opposition between emotions is 
defined as the inability of two emotions, caused by the same object, to 
coexist in the same substratum at the same time and, consequently, the 
obstruction of one by the other, i.e., one knowledge obstructing the other. 


The following table shows the eight rasas with their friendly 
sentiments (mitra-rasa) and opposite sentiments (satru-rasa): 
































Rasa (Sentiments) Mitra-rasa (friendly | Satru-rasa (Opposite 
Sentiments) Sentiments ) 

Srügàra Hasya Bibhatsa 

Hasya Srügàra Karuna 

Raudra Karuna Adbhuta 

Karuna Raudra Håsya 

Vira Adbhuta Bhayanaka 

Bhayanaka Karuna Vira 

Adbhuta Vira Raudra 

Bibhatsa Bhayanaka Srngara 











Bharata in his Ndtvasastra says no poetic sense prvails without rasa (Na hi 
rasådrte kascidarthah pravartate). Rasa (literally meaning juice) denotes 
an essential mental state and is the dominant emotional theme of a work of 
art or the primary feeling that is evoked in the person that views, reads or 
hears such a work. The concept of rasa is a fundamental element to many 
forms of Indian art including dance, music, musical theatre, cinema and 
literature, the treatment, interpretation and usages. The actual performance 
of a particular rasa differs greatly between different styles and schools of 
abhinaya, and the huge regional differences even within one style. 


Rasa or sentiment is the centripetal force within a literary work, 
which binds the internal dramatic world and serves as an aesthetic conduit 
to the audience. In terms of aesthetics, rasa describes the emotional 
response of the audience which is cultivated for the ultimate success of the 
play. The rasik&98. krikesthetibd Send Vnideaira ker Rrowbdyeable observer 
and thereby experiences the primary emotional ‘flavor’ of the drama. Rasa 
refers to the culmination of the poetic process. 
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Rasa is regarded as the corner stone of Indian Aesthetics and it 
implies aesthetic emotion. Rudrata says one has to establish rasa in his 
kåvya even with great effort: Tasmat kartavyam yatnena mahiyasa rasair 
yuktam (Rudrata). Though Våmana is the supporter of gunas still he also 
has accepted rasa as dipti-tattva in the basic root of all gunas: 
Diptirasatvena kråntih (Vàmana). Similarly, though Bhojaraja is a 
supporter of alankåra and vakrokti still he has given more importance to 
rasokti as only, as he says: 


Vakroktisca rasoktisca svabhavoktisca vanmayah/ 
Sarvasu grahini tasu rasoktim pratijanite// 
(Sarasvatikannthabharana ). 
Vågvaidagdha-pradhåne pi rasa evatra jivitam/ 
(Agnipurana). 

Rasa is meant for the readers or audience. They only are the 
relisher (åsvådaka) of rasa as they derive pleasure out of each and every 
rasa. While deriving rasa (rasnispatti), the rhetoricians generally use the 
words like bhoktå, samajika, sahrdaya, sacetas, påthaka (reader), śrotā 
(audience) etc. and not the poet, writer etc. which means the writer or the 
poet are not taken into account in the process of rasanispatti separately. 
While composing, it is not necessary that the poet also should relish the 
rasa. Even the actors (patras or the nafas) have different feelings, quite 
different from the readers or audience. 


The rasas are divided into two groups, according to their nature in 
Bharata's Natyasastra (6.15). In the first group such sentiments are are 
kept which are a little mild in nature and in the second group the harsh 
ones. These two groups can be shown in the following table: 





Group - I | the erotic sentiment (srzigara-rasa), comic sentiment (håsya - 
rasa), pathetic sentiment (karuna-rasa), quietistic sentiment 
(santa-rasa), spiritual devotion sentiment  (bhakti-rasa), 
parental affection sentiment (vatsalya-rasa) 








Group - II | furious sentiment — (raudra-rasa), terrible sentiment 
(bhayanaka-rasa), odious sentiment (bibhatsa-rasa), heroic 


sentiment (vira-rasa) and marvellous sentiment (adbhuta- 
ra SE). Kavikulguru Kalidas Sanskrit University Ramtek Collection 
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Chapter 2 
Critical Analysis of Bharata's Rasa-Theory 


I 
A. Main Rasas 


1. Erotic Sentiment ($rrigåra-rasa): In the set of eight rasas, the 
srngara-rasa is treated first because love is the most sensitive emotion of 
universal experience. Acarya Vi$vanatha says that the term $rhgåra 
denotes the awakening of the God of love or emotion of sexual love. Love 
(rati) is considered as the king of emotions (bhåvas). It is love that makes 
the world go round. It rules the courts, the camps, the hills, the valleys, the 
dales, the fields, the men below and the gods above. According to 
Atharvaveda (Nasadiya sükta), desire came into being in the beginning. 
Desire is the primal seed and germ of spirit. The literature of the whole 
world is eloquent on its supremacy and universality. The erotic sentiment 
has been traditionally exalted as the monarch of all sentiments (rasaraja), 
the greatest, the sweetest and the most delectable rasa. It stands supreme 
among the eight sentiments like the sweet flavour (madhura) among the 
six tastes. It consists of bright and pure attire. Whatever is seen pure, bright 
and beautiful in this world is compared to srngåra. 


Srngara is based on the permanent dominant emotion (sthåyibhåva) 
of sexual love (rati). The hero and the heroine deeply attached to each 
other are its supporting causes (ålambana-vibhåvas). The exciting 
situations (uddipana-vibhåvas) of this sentiment are fourfold: the merits, 
gestures, the ornaments of the supporting causes and independent factors 
of the time and place. Consequents (anubhavas) of erotic sentiment in the 
case of a young lady are the various embellishments: physical, natural and 
unborn, which are the expressions of romantic love. Besides these, all the 
psycho-physical consequents (såttvikabhåvas) act as the physical 
expression of the emotion of love. All the transitory feelings except 
indolence (a/asyag,kfiexcenesaia(ugnada Lnandiydkisgustolgegupsa) feed and 
nourish the erotic sentiment. 
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Bharata speaks of two types of erotic sentiment, i.e. love in union 
(sambhoga or samyoga srngara) and love in separation (vipralambha or 
viyoga srngara). The entire theorist except Dhanafijaya recognises the two 
states of the erotic sentiment. Dhanafijaya classifies the erotic sentiments 
into three kind ayoga, viprayoga and sambhoga. The love in union and the 
love in separation are not the varieties or diversions of erotic sentiment 
butits two states only. Even in the state of union of lovers, there may be the 
feeling of separation and in the state of separation there may prevail a hope 
of reunion. The erotic sentiment is, therefore, characterised by the 
combination of both the states of union as well as separation. Concordant 
emotions of erotic sentiment are heroism, the comic, wonder and fury. 
Discordant emotions are disgust, tragic grief, fear, fury and quietude. 
When love is combined with disgust it produces disgust; when combined 
with fear it produces fear; when combined with rage it produces rage and 
when combined with pathos it produces pathos (karuna). 


(a). The Erotic Sentiment in Union (Samyoga-srngara): This erotic 
sentiment is rich in pleasure, connected with desired objects such as 
enjoyment of seasons, garlands and similar other things and it relates to the 
union of man and woman. Determinant (vibhåva) of this type are the 
pleasures of the favourable season, the enjoyment of garlands, flowers, 
unguents, ornaments, enjoying the company of beloved persons, objects (of 
senses), splendid mansions, enjoying and roaming in the garden, seeing the 
beloved one, hearing his or her words, playing and dallying with the 
beloved, company of the beloved, music, poetry, graceful movement of the 
limbs, gentle breeze, and call of night birds and anything beautiful or 
desirable. 


Consequents (anubhåva) of this kind of sentiment are clever 
movement of eyes, serenity of the eyes and the face, eye-brows, glances, 
soft and delicate and graceful movement of limbs and sweet and smiling 
words, kissing, embracing, holding hands, looking sideways, coy glance, 
satisfaction, delight and similar other things. Transitory psychological 
states (vyabhicårins) of this sentiment (excluding indolence, cruelty and 
disgust) are bashfulness, infatuation, agitation, eagerness (utkantha), pride, 
cogitation, vacillation, gladness, recollection (smrti), joy (harsa), dreaming 
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When the lover enjoys the company of his or her mate, their 
proximity gives them excessive pleasure. In samyoga-srngåra, lovers are 
the objects (alambanas) of the sentiment of love. Moonlight, beauty of the 
beloved, verbal or spring season and gardens are the exciting situations 
(uddipana-vibhåvas). Moving of the eyebrows, sideways, glances and 
kisses are the consequents (anubhavas) of the sentiment. The transitory 
feelings (vvabhicaribhavas) are rashness, indolence and fright etc. The 
sentiment of love in union (samyoga-srngara) is based on the dominant 
emotion (sthåyibhåva) of love (rati). 


Types: 1. Nayakarabdha 2. Nayikarabdha 


(b). The Erotic Sentiment in Separation (Viyoga-srigåra): Consequents 
(anubhåvas) of this sentiment are indifference, languor, fear, jealousy 
(asityd), fatigue, anxiety, yearning, drowsiness, sleep, dreaming, 
awakening, illness, insanity, epilepsy, inactivity, fainting, death, tifts 
(kala), pride (mana), journey (pravasa) and other conditions. When lovers 
are separated from each other, they become worried and long for each 
other. This intense longing to meet each other becomes more acute in 
separation. Memories of the past play the role of exciting situations 
(uddipana-vibhavas). Detachment, tears, anxiety, jealousy, sleep, dream, 
awakening, disease, attachment, self-deprecation, doubt, fatigue, brooding, 
drowsiness, dreaming, fits, feelings of discouragement (nirveda), 
apprehension(sanka), envy(asiiyå), depression (dainya) and 
impatience(autsukya) etc. are the transitory feelings (vyabhicaribhavas) of 
the pang of separation (viyoga-srngara). 


Types: Some critics have divided it as desire (abhilåsa), separation 
(viraha), jealousy (asiiyå), journey (pravdsa) and curse (sapa). And other 
critics have divided it as pürva-raga, pride (mana), journey (pravasa), 
virahatmaka and karunatmaka. 


2. Sentiment of Pathos or the Pathetic Sentiment (Karuna-rasa): 


Thinkers, philosophers, literary critics and aestheticians of India as 
well as of West, from very ancient ages down to the present day are 
enjoying and a reciatin ig the pleasure of witnessing a tragedy, as the 

[2 Kavi Ka ery d Sanskrit University Ramtek fe Hechog 
contemplation of pain 1$ a universal experiénce of mankind in art and 
literature. The artistic une has always been inclined towards pathos. 


Anandavardhana holds that the quality of sweetness, which causes the 
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fusion of human heart, is found in the highest degree in the sentiment of 
pathos (karuna-rasa). According to Bhavabhiti, there is only one 
sentiment viz. sentiment of pathos. It is this sentiment alone which 
assumes different forms like erotic (srngara), heroic (vira) and terror 
(bhayanaka) just as one and the same water assumes the forms of whirls, 
bubbles and eddies: 


Eko rasah karuna eve nimittabhedat/ 

Bhinnah prthak prthagivasrayate vivartàn// 
Avartabudbudatarangamayàn vikårånambho 

Yathå salilameva hi tatsamagram// (Uttararamacaritam 3.47) 


This karuna is the primary sentiment (prakrti-rasa) and others are 
its modifications (vikrtis) only. It is often mentioned that rasas are both 
pleasurable as well as painful. The mixture of the painful sentiments with 
pleasurable sentiments enriches the overall and ultimate aesthetic 
experience. 


The sentiment of pathos arises from the permanent dominant 
emotion (sthayibhava) of grief (Soka). The causes (vibhavas) of karuna- 
rasa are various vicissitudes and misfortunes of life such as separation 
from dear and near ones, death of a beloved person, hearing something 
very unpleasant, death or captivity, privation, banishment, persecution and 
curse, the loss of cherished objects and attainment of undesirable objects 
create pathetic situations in life, affliction under a curse, loss of wealth, 
flight (from one's place), dangerous accidents or any other misfortune, the 
loss of dear person, whether through death or separation is regarded 
ålambana. Thus, the objects causing grief are its supporting causes 
(alambana-vibhavas). Merits of the lost person, his reminiscences, sight of 
the articles of his use, visit to his residence, the days of his anniversary and 
realisation of misfortunes and the losses of life act as the exciting situations 
(uddipana-vibhavas) in the sentiment of pathos (karuna-rasa). The 
memory of the absent person or the sufferings, pains and disappointment of 
subject are also regarded as the excitants. 


The consequents (anubhavas) of this sentiment are shedding tears, 
lamentations, d£rtessvfithee mouthandhatigewfy 8akoigodrooping limbs, loss 
of memory, change of voice, loss of consciousness or memory, crying 
incoherently, striking the body, sighing, grumbling and sobbing, being out 
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of breath, fainting, weeping loudly, lamenting and bewailing, exerting the 
body or striking it and the like. The transitory feelings (vyabhicåribhåvas) 
associated with the sentiment are indifference, languor, anxiety, 
impatience, agitation, delusion, exhaustion, illness, insanity, epilepsy, fear, 
attachment (moha), remembrance (smrti), dismay (visada), anxiety (cinta), 
internal weakness (glåni) indolence and death like condition. Vi$vanatha 
has also included detachment as one of the transitory feelings but it does 
not seem proper to the sentiment as both attachment and detachment 
cannot arouse simultaneously, yearning, excitement, delusion, fainting, 
sadness, dejection, illness, inactivity, insanity, epilepsy, fear, indolence, 
death, paralysis, tremor, change of colour, weeping, loss of voice and the 
like, discouragement (nirveda), intoxication (mada), depression (dainya), 
shame (bridå), agitation (åvega), stupor (jadatå), impatience (autsukya), 
epilepsy (apasmåra), disease (vyådhi), death (marana), miirchå, 
endearment (moha), hysteria (unmåda), fright (trdsa), pitiful (dinatå), 
sorrow, fright (bhaya). 


Thus the dominant emotion of grief (soka) being matured turns into 
the sentiment of pathos (karuna-rasa). Its colour is considered to be full of 
patches like that of a pigeon and its presiding deity is Varuna. Like wonder 
(adbhuta) and terror (bhayånaka) it is also of two kinds: ‘svanistha’ and 
‘paranistha’. If the hero himself is cursed or he himself is tortured or is 
hurt, it is called ‘svanistha’. And when the hero is grieved of the curses, 
tortures or harms done to his dear ones, it is called ‘paranistha’. It is also 
classified as arousing through the following ways, according to some 
critics: 


- Rising from obstruction to lawful deeds. 

- Rising from the loss of wealth. 

- Rising from bereavement. 

Its concordant emotions are fear and its discordant emotions are 
rage, the erotic, the comic and the heroic. When grief is combined with 
rage it produces rage. 


3. Furious Sentiment (Raudra-rasa): 


Bharata defines usthexantelerable,;agitationaleoanger'. This Anger 
having been perfect turns into furious sentiment or in other words exciting 


of all the senses of the reader or audience is called furious sentiment. The 
colour of this sentiment is red and its presiding deity is raudra. The furious 
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sentiment (raudra-rasa) is based on the dominant emotion of anger 
(krodha). Determinants (vibhåvas) of this sentiment are anger, rape, abuse, 
insult, untrue or false allegation, exorcising, threatening, revengefulness, 
jealousy, violence, treachery and the like in fights. The supporting cause 
(alambana-vibhàva) of the furious sentiment is the enemy who commits 
wrongs and offences. The provocative words of the object, his offensive 
deeds, his arrogant appearance, his insolent behaviour, his crime etc. act as 
the exciting situations (uddipanavibhåvas) and excite the emotion of anger. 


The consequents (anubhåvas) of the furious sentiment (raudra- 
rasa) are beating, breaking, crushing, cutting, piercing, fighting, drawing 
of blood and similar other deeds, roaring, swearing, reddening of eyes and 
face, taking up arms or raising up arms to strike, hurling or release of 
missiles, fighting, shedding blood and similar other external manifestations 
such as knitting of the eyebrows in anger or movement of eyebrows, biting 
or quivering of the lips, movement of cheeks and eyes, trembling, 
horripilation and perspiration, defiance, red eyes, cutting off the head, the 
trunk, and the arms, swear, pressing one hand and palms with the other, 
striking, mutilation in fights and tumult of the battle and the like. 


The transitory feelings (vyabhicaribhavas) of furious sentiment are 
pride (mada), anxiety (cinta), remembrance (smrti) dismay (visåda), 
agitation (avega), cruelty (nirdayata), distraction, indignation, presence of 
mind, energy, excitement, indignation, restlessness, fury, perspiration, 
trembling, horripilation, choking voice, asiiyå (envy), moha (distraction), 
capalata (inconsistency), ugratå (cruelty, ferocity, vehemence (kruratå), 
pride (garva), sweating, impatience, presence of mind, determination, 
energy, indignation, anger, and the like. Itsconcordant emotions are 
disgust, the heroic and the comicand itsdiscordant emotions are wonder, 
fear, grief, the erotic and quietitude. Rage when combined with wonder 
produces rage and when combined with fear produces fear. 


4. Heroic Sentiment (Vira-rasa): 


Heroic Sentiment (vira-rasa) is one of the basic sentiments of 
human nature which is based upon the permanent dominant emotion of 
enthusiasm (Utg@iavk Ou anda valeuruare.Hemestoprimitive and most 
primeval passions, deep rooted in man's nature; these two passions arise 
from hunger, the basic need of man and give birth to heroism. The 
determinant (vibhåvas) of this sentiment is presence of mind, perseverance, 
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diplomacy, discipline, military strength, power, reputation of might, 
influence, grandeur (prabhå), not to get perturbed (asammoha), 
determination (adhyavasåya), foresight (naya), modesty (vinaya), strength 
(bala), prowess (parakarma), strength of mind (sakti), valour (pratapa), 
presence of discipline, aggressiveness, influence, diplomacy, 
determination, strength, bravery and the like. 


Subject (åsraya) is the person of noble tendency or the winner. The 
enemy or the person who is to be vanquished and the like are objects 
(visayalambanas). Their provocative actions, pride, energy, preservance, 
optimism, absence of surprise, presence of mind and such other special 
conditions of the spirits are its excitants (uddipanas). The various physical 
consequents (anubhåvas) associated with the heroic sentiment (vira-rasa) 
are fighting, using arms, arranging troops in battle, killing, shedding blood 
of enemies, displaying valour, firmness, patience, sacrifice, diplomacy, 
firmness (sthirata), boldness (dhairya), show of might (saurya), charity 
(tyaga), skill (visåradatå), portraying heroism, courage, generosity, pride, 
energy, aggressiveness and the like. The transitory feelings 
(vyabhicåribhåvas) are composure, contentment (dhrti), rationality (mati), 
ego, arrogance (garva), remembrance (smrti), reasoning, deliberation 
(vitarka), anger or indignation (amarsa), judgement, horripilation, 
romåfica, joy (harsa), garva (pride), åvega (agitation), ugratå (cruelty), 
decision, energy (vega), ferocity and the like. 


The Heroic Sentiment (vira-rasa) has four forms: 

(i) Heroism of munificence (dånavirata) arising from making gifts. 

(ii) Heroism of righteousness (dharmaviratå) arising from fulfilling 
or doing ones duty. 

Gii) Heroism in war (vuddhaviratå) arising from fighting (one’s 
enemy). 

(iv) Heroism in showing pity (dayavirata). 


Concordant emotions of the heroic sentiment are wonder, rage, the 
erotic and the discordant emotions are fear, disgust, grief and quietitude. 
The heroic when combined with fear produces fear and when combined 
with disgust produt&ssviksgunskalidas Sanskrit University Ramtek Collection 


5. Sentiment of Terror or the Terrible Sentiment (Bhayaånaka-rasa): 
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Aristotle has considered only two emotions - pity and terror as 
essential emotions in tragedy but in Indian Poetics, nine rasas are 
considered as basic static emotions. It seems to be essential to discuss all 
those nine rasas when the poems are evaluated in the light of Indian 
Poetics. The matured form of the dormant emotion of fear or being stunned 
because of fear is called the sentiment of terror (bhayånaka-rasa). The 
colour of this emotion is black and its presiding deity is Yama. Just like 
adbhuta-rasa, the bhayånaka-rasa is also of two kinds: svanistha and 
paranistha. When the hero is afraid because of himself, it is called 
*svanistha'. The fear which arises after the commitment of some crime, it 
is also called ‘svanistha’. And when the hero is afraid on account of some 
other person, that state of fear is called ‘paranistha’. Bhaydnaka-rasa is 
based on the static dormant emotion (sthåyibhåva) of fear (bhaya). The 
sentiment arising by committing a crime or by hearing fearful noise or by 
coming before a dreadful animal is called fear (bhaya). 


The determinant (vibhåvas) of this rasa are the hideous noise, sight 
of ghosts (sattva), panic and anxiety due to bad omens like (untimely cry) 
of jackals and owls, staying or entering in an empty house or forest, sight 
of death or captivity of dear ones or news of it or discussion about it, 
fearful noise, loneliness in a deserted area, ghastly noises, offending one's 
superior or the kings, lonely sights, frightening words, battle field, frightful 
things, to get surrounded by enemies etc. All the dreadful and terrible 
objects lion, jungle fire, lonely place, powerful enemy, dacoit; animals 
with strange voice and size are the supporting causes (alambanas) of the 
sentiment of terror (bhayånaka-rasa). Their size, magnitude, actions, 
loneliness (ekanta), bare handedness, roaring noise, terrible sights, doings 
etc., arouse terror in the reader's heart and serve as the exciting situations 
(uddipana-vibhavas) of the sentiment of terror (bhayanaka-rasa). 


The second factor which contributes to the rasa experience 
mentioned in Bharata's aphorism is consequent (anubhåva). Becoming 
pale (vaivarnya), halting tone (svara-bhanga), destruction or the complete 
loss of the mental and physical activity (pralaya), perspiration (sveda), the 
erection of hair (romåføica), trembling or tremor (kampa), trembling of 
hands and feet, restless eyes, change of colour, horripilation and loss of 
voice, palpitatiótr OF tHe HENNE aras S SHARE Of the Body, dryness of 
the lips, mouth, throat and palate, pallor, looseness of the limbs, the mouth 
and the eyes, paralysis of the thighs, looking around with uneasiness, 
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tremor (kampa), escape (palayana), faint (miirchå), fearful look, to get 
astonished etc. are the consequents (anubhåvas) of this sentiment. The 
transitory feelings (vyabhicaribhavas) are those feelings that move towards 
the rasas. The transitory feelings of the terror sentiment (bhayånaka-rasa) 
are repulsion (ghrna), imitation (avega), fright (trasa), doubt (sanka), 
disease (vyadhi), insanity (unmada), epilepsy (apasmara), stupor (jadata), 
weakness (glåni), death (marana), agitation, paralysis, perspiration, 
choking voice, horripilation, trembling, change of voice, change of colour, 
fear, stupefaction, dejection, restlessness, inactivity, terror, fit (avesa), 
anxiety (cinta), detestation (jugupså), violence (vega), enchantment 
(sammohana), perspiration (sveda), horripilation (romafica), tremor 
(kampa), | wretchedness (dainya), pity, depression, fickleness, 
impulsiveness, waywardness, inconstancy (capalata) standing rooted, 
sorrow, worry, violence, fear (bhaya), epilepsy, death, fainting, 
perspiration, sweating and the like etc. 


Types: The Terrible sentiment is divided into the following parts: 

- Feigned fear (vyadhijanyakrtrima). 

- Fear from a wrong action (aparadhajanya). 

- Fear from apprehension of danger (vitrasitak): arising from the 
doubt that something bad will happen. 

Its concordant emotions are grief and disgust and its discordant 
emotions are rage, wonder, quietude, the heroic and the comic. Fear when 
combined with any other emotions friendly or unfriendly produces fear. 


6. Sentiment of Wonder or the Marvellous Sentiment (Adbhuta-rasa): 


The sentiment of wonder has existed in the heart of man from the 
very beginning of the human creation. There were so many things which 
were not familiar to man and which filled him with wonder. Man saw them 
and was surprised as he could not account for them. In the beginning, the 
rising of the sun, moon, stars, rainfall etc., caused surprise to man and 
gradually as days passed, he became used to them. Kaviraja Visvanatha 
considers the sentiment of wonder (adbhuta-rasa) as the most important 
among all the sentiments (rasas). He says that the real essence of sentiment 
(rasa) is wonder (camatkåra) which is experienced from beginning to end 
in the whole work, Ntviislon làdidexfatsloff (hirerseTéyaserkitCtilatithe sentiment of 
wonder (adbhuta-rasa) is to be found everywhere and therefore it is 
considered as the most important sentiment (rasa). In simple words, we 
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can say that the consummation of the dominant emotion of amazement 
(vismaya or å$carya) is called sentiment of wonder (adbhuta-rasa). Thus 
amazement is an emotion which is aroused when we feel, see, touch or 
hear something which we have not felt, seen, touched, heard or 
experienced before or previously. 


The sentiment of wonder is based on the permanent dominant 
emotion or the dominant state (sthayibhava) of amazement (vismaya) or 
the dominant emotion of wonder. A man is wonderstruck at seeing, 
touching or hearing wonderful things. This feeling of the subject (asraya) 
is called amazement (vismaya). This feeling of amazement (vismaya) 
consummates in the sentiment of wonder (adbhuta-rasa) according to the 
environment they receive. The adbhuta-rasa is based on the dominant 
emotion (sthayibhava) of amazement (vismaya or åscarya). Its colour is 
yellow and its presiding deity is Brahma. About the causes or the 
determinants (vibhåvas) of the sentiment of wonder (adbhuta-rasa) 
Bharata says that adbhuta-rasa is found in those objects which are related 
to the extremely wonderful sayings, sculptures, feats or deeds, sight of 
heavenly beings or events, attainment of desired objects and events, entry 
into a superior mansion (mahal), temple (mandira), audience hall (sabha), 
seven storied palace or divine chariots and seeing illusory and magical 
acts, exclamation of surprise, weeping, trembling, sweating, stammering, 
seeing magical and illusionary acts, seeing unusual things, achieving the 
desired and magic etc. are the causes of adbhuta-rasa. Extraordinary 
objects beyond the limit of our normal experience are the objects (visayas) 
of the sentiment of wonder and their magnitude, dimension and qualities, 
which can arouse the feeling of wonder in the heart of the subject (asraya) 
ie. one who is wonder stricken, are called the exciting situations or 
excitants (uddipana-vibhåvas) of the sentiment of wonder (adbhuta-rasa). 
To see, hear or say about the wonderful objects also act as excitants 
(uddipana-vibhava). 'Three types of causes are possible for becoming the 
excitants (uddipana-vibhavas) of the sentiment of wonder viz. 1. Unheard, 
uncommon, unworldly thing or scene. 2. Sudden happening of an 
unexpected incident. 3. Something which is deemed impossible in worldly 
experience. 


Accordihg td kr VATNE orte Ot tlie edon of wonder is 


affected by the touch of a hand, shrieking aloud (håhåkåra), uttering words 
of appreciation (sadhuvada), horripilation (romåføica), broken words and 
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faltering voices. Thus the consequents (anubhåvas) of the sentiment of 
wonder are widening the eyes or the wide opening of the eyes 
(netravikåsa), looking with fixed gaze or horripilation (romarica), shedding 
tears of joy (asru), perspiration (sveda), motionlessness (stambha), 
inaudible words or faltering words (svarabhanga), trembling (kampa) , joy, 
uttering words of approbation, making gifts, crying incessantly ‘ha-ha- 
ha’,waving the hand, mouth and movement of fingers, joyful shaking of 
limbs, choking of voice, gesture of feeling sweet smell, waving the end of 
sari, wide or staring eyes with thrill exclamations and the like. 


Transitory feelings or states (vyabhicaribhavas) associated with the 
sentiment of wonder (adbhuta-rasa) are deliberation (vitarka), agitation 
(avega), attachment (moha), curiosity (autsukya) and joy (harsa), 
contentment (dhrti), cessation of bodily movement, weeping, perspiration, 
choking voice, horripilation, hurry, inactivity, death, doubt (bhranti), 
standing stunned, over joy and the like. The sentiment of wonder (adbhuta- 
rasa) is considered to be of two kinds: 1. svanistha and 2. paranistha. 
When the hero is wonder struck because of him, it is called ‘svanistha’. 
And when the hero is wonderstruck because of others, it is called 
*paranistha' . Some critics also divide it into two types as: 


- Celestial: It is due to seeing of heavenly sights. 

- Joyous: It is due to joyful happenings. 

Its concordant emotions are the erotic and the heroism and its 
discordant emotions are fury, disgust, fear and grief. Wonder when 
combined with pathos produces pathos. 


7. Comic Sentiment (Håsya-rasa): 


The dominant emotion (sthayibhava) of håsya-rasa is mirth (håsa). 
The determinant (vibhåvas) are showing unseemly dress or ornament, 
impudence, greediness, jugglery, use of irrelevant words mentioning of 
different faults, seeing a gaudyly dressed with greediness, quarrel, 
peculiarity of dress or speech, seeing somebody with defective limb and 
similar other things. Any person who is funny and wears funny dresses, 
speaks in ridiculous language and performs ridiculous actions in the play 
or a character tthe, navel Liderii i gR Catamana) of håsya- 
rasa. Narrowing of the eyes, nose and cheeks, shape and movement of the 
lips, throbbing of the lips, the nose and the cheek, opening the eyes wide or 
contracting them, perspiration, colour of the face and taking hold of the 
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sides (parsava) etc. while laughing, spouting, mimicking are the 
consequents (anubhåvas) of this comic sentiment. 


The transitory feelings (vyabhicaribhavas) of comic sentiment are 
indolence, dissimulation, drowsiness, dreaming, insomania, joy, sudden 
delight (harsa), frivolity (capalata), impatience (utsukata), sleep (nidra), 
slothfulness (ålasya), bashfulness (vrida), concealment (avahitta), tremor 
(kampa),  horripilation (romårica), perspiration, sweating (sveda) 
apprehension (sanka), envy (asüya), cruelty (ugratå), smile, snicker, 
laughter, guffaw and the like, excited by the consequents (anubhåva), the 
dominant emotion (sthayibhava ) of mirth (håsa) is relished as the comic 
sentiment (håsya-rasa). There are six kinds of laughter ranging from a 
smile to a roar consistent with the nature of man as refined (uttama), 
moderately refined (madhyama) and unrefined (adhama) respectively: 
slight smile (smitam), smile (hasitam), gentle laughter (vihasitam), 
laughter of ridicule (upahasitam), vulgar laughter (apahasitam) and 
excessive laughter (atihasitam). 


Types of comic sentiment are as follows: 


(i) Atmastha (self-centred) when one himself laughs; 
‘atmastha’ means experience of the emotion of laughter due 
to perception of an object that is ridiculous. 

(ii) Parastha (centred in others) when it makes others laugh. 
‘Parastha’ means the experience of the emotion of laughter 
because of the sight of expression of laughter as an emotion 
in another without seeing the ridiculous object that is 
stimulant of it. 

Its concordant emotions are erotic love, rage and fear and its 
discordant emotions are grief and fear. The comic when combined with 
pathos produces comic; when combined with fear produces fear; when 
combined with rage produces rage. 


8. Odious Sentiment (Bibhatsa-rasa): 


The full-fledged dominant emotion of disgust or the distraction of 
all the sense is called. the odious sentiment (brbhatsa-rasa). Its colour is 
deep blue and its presiding eity "s mahåkdla. the odious sentiment is 
based upon the dominant emotion of disgust (jugupsa or ghrnå). The 
determinants (vibhåvas) associated with this sentiment are offensive, 
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impure and harmful things or seeing them or discussing them, stinking 
flesh, blood-marrow, blood, cough, hearing, seeing, touching or discussing 
unpleasant, undesirable, offensive, impure, harmful things, bad news, loud 
lamentations. Seeing the disgusting things or scenes, sights, smell, taste 
and touch of repulsive objects and other disgusting things e.g. stinking 
flesh, blood-marrow, foul smell, meat, blood, dead body which cause 
uneasiness are the supporting causes (ålambana-vibhåvas) and exciting 
situations (uddipana-vibhåvas) of the odious sentiment. 


The consequents (anubhavas) of this rasas are narrowing down the 
mouth and the eyes, turning the face and closing or covering of the eyes, 
nose, suspension and stiffness of the limbs, vomiting, spitting out, stopping 
movement of all the limbs, shaking the limbs in disgust, repulsion, spitting, 
bending down the head and walking imperceptibly and the like. The 
transitory feelings (vyabhicaribhavas) associated with this sentiment are 
distraction, epilepsy, sickness, agitation (avega), epilepsy (apamarsa) and 
desire to escape the sight, epileptic fit, fainting, sickness, delusion (g/ani), 
disease (vyadhi), fainting (mürcha), distraction (moha), death (marana), 
despair (visåda) and the like. 


Types: 
(i) Pure caused by ksobha i.e. ksobhaja caused from the 
sight of blood, entrails, bones, marrows and the flesh 
etc. 


(i) Impure i.e. udvegi (exciting) arises from the sight of 
stool and worms, stinking matter, nausea etc. 
Some critics classify this sentiment as: 


- Nauseating: sight of stool and worms 
- Simple 
- Exciting: sight of blood and similar objects 
Its concordant emotions are fear and its discordant emotions are 
wonder, the erotic and the heroic. When disgust is combined with wonder 
it produces disgust. 
B. Additional Rasas 


-0. Kavikulguru Kalidas Sanskrit University Ramtek Collection 


9. Quietistic Sentiment (Santa-rasa): 
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When there is neither sorrow nor happiness, nor envy, nor pride, 
and there is the feeling of equanimity for all the creatures, then it is called 
santa-rasa. Abhinavgupta explained that sånta-rasa underlies all the other 
mundane rasas as their common denominator. All the other rasas emanate 
from the sånta-rasa and resolve into it. Sånta-rasa is a state where the 
mind is at rest, in a state of tranquillity. The other rasas are mere transitory 
in character than is sånta-rasa. 


Abhinavgupta interpreted rasa as a stream of consciousness. He 
then went on to expand the scope and content of the rasa spectrum by 
adding the ninth rasa i.e. the santa-rasa (the one of tranquillity and peace). 
Following Abhinavagupta, the theory of nine rasas, the nava-rasa became 
universally acceptable in all branches of Indian Aesthetics and sånta-rasa 
has come to be regarded as the rasa of rasas. Mammata, in his 
Kåvyaprakåsa states *quietistic sentiment (sånta-rasa) is the ninth 
sentiment; its permanent dominant emotion is tranquillity (nirveda 
orsama)’. Abhinavgupta in his Abhinavabharati writes “getting its cause, 
the new emotion takes its form from the quietistic one and when these 
causes subside, it turns back into the quietistic sentiment (Ssanta-rasa)' . The 
statement of Abhinavgupta throws light on the importance of quietistic 
sentiment ($ånta-rasa). In literary works except drama, the sentiment 
having the dominant emotion of tranquillity is called quietistic sentiment 
(Santa rasa), the ninth sentiment. 


The determinants (vibhåvas) of this sentiment are detachment 
(vairagya), purification of ideas, knowledge of truth and purity of intent 
etc. The insubstantiality of all objects on account of their transitoriness or 
the nature of the infinite-self, meditating about the supreme being, 
knowledge about the worthlessness of the world, the realisation of God, 
transience of the world including mankind are the supporting causes 
(alambana-vibhavas). A holy hermitage, place of worship, beautiful 
gardens, company of saints, the incident of the mortal worlds, spiritual 
preaching are the excitants (uddipana-vibhåvas) of the quietistic sentiment 
(santa-rasa). Forbearance, meditation, steady glances, kindness, 
impartiality restraints, regularity, spiritual contemplation, worship, pity for 
all creatures, unworldly happiness, horripilation, self-control, universal 
sympathy are the SAKEN EAA AUST WATE CXBES8s the quietistic 
sentiment (sdnta-rasa). Indifference (nirveda), deliberation (mati), 
contentment (dhrti), joy (harsa), detachment, remembrance of the 
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inevitable woes and miseries of life and wisdom, purity in all stages and 
place, absence of bodily movement, horripilation (romdfica), remembrance 
(smrti), reminiscence (smarana), recollection, purity, firmness, thrill and 
the like are the transitory feelings (vyabhicaribhavas) of this rasa. Its 
presiding deity is Shri Narayana and its colour is white as moon. Its 
concordant emotions are wonder and its discordant emotions are fury, fear, 
disgust, grief, the erotic and the heroic. Quietude sentiment when 
combined with any other emotion nullifies that emotion. 


10. Sentiment of Parental Affection (Våtsalya-rasa): 


The dominant emotion of våtsalya-rasa is a natural affection and 
attachment of parents for their children. Våtsalya-rasa has been suggested 
by Visvanatha. Though there is a reference to this rasa in Bharata’s 
Natyasastra yet actually Visvanatha is the prime mover of våtsalya-rasa. 


Sneha is the permanent dominant emotion (sthåyibhåva) of this 
rasa. Children are the objects (alambana), and parents are the subject 
(asrayas). The actions of children like lisping, playing, laughing, jumping 
and their limited knowledge are the excitants (uddipana-vibhåva) of the 
parental affection sentiment (vatsalya-rasa). The consequents (anubhavas) 
of this emotion are embracing or holding the children, kissing them or 
thinking about them, laughing, seeing, playing, and crying for them. 
Worry, joy (harsa), moha, anxiety (cinta), doubt (sanka), dispute (vivada) 
and pride are the transitory feelings (vyabhicaribhavas) of this sentiment. 


11. Sentiment of Spiritual Devotion (Bhakti-rasa): 


Srila Rüpagosvami, the well-known Vaisnava saint has created a 
new chapter in the rasa-siddhånta by introducing an exhaustive study of 
the theory of bhakti-rasa in his work 'Bhakti-rasa mrta-sindhu'. Madhura- 
rati-bhåva (the emotion of sweet love) existing in the hearts of the 
devotees permanently, is called sthåyrbhåva (permanent dominant 
emotion) and when it his associated with the vibhåvas (determinants), 
anubhåvas (consequents) and the vyabhicåribhåvas (transitory feelings) 
etc., it is enjoyed by the devotees as the bhakti-rasa (2.1.5). 


The stháxtb/ravév(querkaüheBtidorimani;enmotici)ierfothis sentiment is 
love and respect for God (2.5.2). Its alambana (object) is the incarnation of 
God (3.5.3). The uddipanavibhåva (excitants) of this sentiment are the 
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ornaments and age of God, work and miracles done by God and the 
company of devotee.The saøicåribhåva (transitory feeling) associated with 
this sentiment are that of nirveda (self-disgust), visada (remorse), dinatå 
(thinking oneself unqualified), glåni (debility), srama (fatigue), mada 
(rapture), garva (pride), sanka (apprehension), tråsa (sudden fear), avega 
(confusion of the mind), unmåda (insanity), apasmrti (epilepsy), vyadhi 
(sickness), moha (loss of internal awareness), mrti (death-like symptoms), 
ålasyam (sloth), jådyam (indecision), vrida (shame), avahittha 
(concealment), smrti (remembrance), vitarka (conjecture), cinta 
(pondering), mati (finding meaning through scriptural reference), dhrti 
(steadiness), harsa (joy), autsukyam (impatience), augrya (ferocity), 
amarsa (indignation), astiyå (fault-finding), cåpalya (insolence), nidra 
(sleep), supti (dreaming), bodha (enlightenment). But mostly harsa, 
nirveda, mati, utsukatå etc. are found in abundance (2.4.6).The anubhåva 
(consequents) associated with this sentiment are of two types with the 
suitable names of sita (meaning cool, with a lack of bodily movement) and 
ksepana (meaning throwing about, involving distinct bodily movements). 
Sita includes singing, yawning, breathing heavily, disregarding others, 
drooling, spreading of eyes, hearing some good news and smiling. 
Ksepana includes dancing, rolling on the ground, shouting, stretching the 
body, bellowing, laughing loudly, whirling around, romdjica (excitement) 
and hiccups, tolerance, not wasting time, detachment from enjoyment, 
confidence in Lord's mercy, longing for the Lord, chanting the Lord's Holy 
name, attachment towards the Lord's transcendental qualities, and 
attachment to living in the abode of the Lord (2.2.3). Devotee and the 
sound of the flute are called vibhavas (2.1.13). And the eight ecstatic 
symptoms such as being stunned are called sattvikabhavas. There are three 
types of såttvikabhåvas: snigdha (affectionate; arising from genuine rati), 
digdha (tainted; arising from other emotions) and ruksa (contaminated; 
arising in a person without rati) (2.3.2). 


The twelve rasas have twelve colours as follows: white (santa), 
multi-coloured — (priti), saffron (sakhya), crimson — (vatsala), indigo 
(madhura), light yellow (håsya), yellowish-green (adbhuta), gold (vira), 
purple (karuna), red (raudra), black (bhayånaka) and blue (bibhatsa) 
(2.5.118). There are twelve Deities assigned to the twelve rasas as follows: 
Kapila (santa)c Madhava (5405 Upendra Bakha Nisimha (vatsala), 
Krsna (madhura), Balaråma (håsya), Kürma (adbhatay: Kalki (vira), 
Rama (karuna), Para$uråma (raudra), Varaha (bhayånaka) and Mina 
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(bibhatsa) (2.5.119). There are five tastes in the bhakti-rasa: piirti, vikåsa, 
viståra, viksepa and ksobha. Pürti (satisfaction) is manifested in santa- 
rasa, vikåsa (brightness) is manifested in all the rasas from priti to hasya- 
rasa, vistara (expansion) is manifested in vira-rasa and adbhuta-rasa, 
viksepa (distraction) is manifested in karuna-rasa and raudra-rasa, and 
ksobha (disturbance) is manifested in bhayånaka-rasa and bibhatsa-rasa 
(2.5.121). 


Bhakti-rasa is broadly divided into two classes: Mukhya-bhakti- 
rasa (Sentiment of Primary Spiritual Devotion) and Gauna-bhakti-rasa 
(Sentiment of Secondary Spiritual Devotion). 


(i). Mukhya-bhakti-rasa (Sentiment of Primary Spiritual Devotion): It 
is further divided into sånta-bhakti-rasa, priti-bhakti-rasa, preyo-bhakti- 
rasa, vatsala-bhakti-rasa and madhura-bhakti-rasa. The order of 
excellence is from first to last (2.5.115). 


a. Santa-bhakti-rasa (Sentiment of Neutrality): When santa-rati 
(neutral attraction) exists continuously and is mixed with ecstatic emotion 
and when the devotee relishes that neutral position, it is santa-bhakti-rasa. 
The devotees of santa-bhakti-rasa generally relish the impersonal feature 
of the supreme personality of God. Since their taste of transdental bliss is 
incomplete, it is called aghana or not concentrated. If the sthadyibhava 
called sånta-rati mixes with the elements of vibhåva and others and is 
relished by persons possessing sama (self-restraint), it is called sdnta- 
bhakti-rasa (3.1.4). The ålambana (visaya) in santa-bhakti-rasa is the 
Lord with an eternal form of knowledge and bliss. He is the Paramatma, 
the param-brahman, free from all passions, tolerant, pure, sense- 
controlled, and eternally fixed in spiritual form, who rewards even the 
enemies he kills, and who is greater than the whole universe (3.1.10). The 
santa-bhaktas are of two types: the atmaaramas who have attained rati for 
God due to the mercy of God and his dear devotees, and the performers of 
austerities who have developed firm faith in the path of bhakti (3.1.11) 
and uddipanas who hear the principal Upanisads, live in a solitary place, 
contemplate the truth, put emphasis on jnåna-sakti (the power of 
knowledge), visualize the universal form, associate with jndna-mitra- 
bhaktas and discuss the Upanisads with similar persons (3.1.19). Some of 
the special anubhavas OL person in santa. hakicrasa arestaring at the tip 
of the nose, walking while looking at the ground four meters ahead, 
showing the jfíana-mudrà (joining the thumb and forefingers together), 


53 


absence of hatred even for the enemies of the Lord, lack of intense 
attachment for the devotees of the Lord, and living without the influence of 
the gross and subtle bodies, indifference, non-possessiveness, lack of false 
ego and silence (3.1.26). In sånta-bhakti-rasa all the såttvikabhåvas, such 
as standing of the hair on end, perspiration and shaking of the body occur, 
with the exception of fainting (3.1.30). In sånta-bhakti-rasa, the 
sancaribhavas such as nirveda, dhrti, harsa, mati, smrti, autsukya, aveda, 
vitarka and others appear (3.1.33). The sthayibhava in santa-bhakti-rasa is 
santa-rati. It has two types: sama (ordinary) and sandra (intense) (3.1.35). 
There are two types of sånta-bhakti-rasa: paroksya (invisible) and 
saáksatkàra (visible) (3.1.38). The condition in which there is no happiness, 
no suffering, no hatred, no envy, and equality shown to all beings is known 
as Santa-rasa. When those involved in dharma, charity and compassion 
(besides the tapasvis) become completely devoid of being the doer, then 
become qualified for entering into the Santa-bhakti-rasa. 


(b). Dasya-bhakti-rasa (Sentiment of Servitude): When the 
recipient of mercy acts as a servant, it is called sambhrama-priti and when 
the recipient identifies himself as theobject of parental affection it is called 
gaurava-priti (3.2.4). In sambhrama-priti-rasa, the alambanas are the 
Lord (visaya) and his devotees (asraya) (3.2.6). Form of God is the 
ålambana for the devotees of God residing elsewhere (3.2.7). The four 
types of dåsas are adhikrta, åsritas, parisada and anugata (3.2.18). There 
are three types of asritas: saranya (those who have surrendered tothe Lord 
as their protector), /åni-cara (those who were previously jZianis but later 
understood the superiority of the form and qualities of the Lord), and sevå- 
nistha (those who are fixed in service from the beginning, 3.2.21). Being 
completely involved in serving according to one's capacity, friendship with 
the Lord's servants with absence of even a trace of envy on seeing the 
excellence of others' service, and being fixed in their love are the special 
anubhavas of the dåsas (3.2.61). All the såttvika-bhåvas starting with 
stambha (paralysis) appear in priti-dasya, preyo-sakhya and madhura- 
rasas (3.2.66). Twenty four vyabhicaribhavas appear in priti-rasa: nirveda 
(self-disgust), visada (remorse), dinatå (thinking oneself unqualified), 
glani (debility), sankå (apprehension), åvega (confusion of the mind), 
unmåda (insanity), vyadhi (sickness), moha (loss of internal awareness), 
mrti (death-like Symptons). fadyaim Gndecisiony. vridd (shame), avahittha 
(concealment), smrti (remembrance), vitarka (conjecture), cinta 
(pondering), mati (finding meaning through scriptural reference), dhrti 
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(steadiness), harsa (joy), autsukyam (impatience), amarsa (indignation), 
capalya (insolence), supti (dreaming), bodha (enlightenment). The other 
nine-mada, srama, tråsa, apasmåra, ålasya, ugratå, krodha, astiya and 
nidra—do not nourish priti-bhakti-rasa. In meeting the Lord, harsa, garva 
and dhrti manifest, and in separation from the Lord, glåni, vyadhi and mrti 
manifest. According to the devotees, the remaining eighteen 
vyabhicaribhavas manifest both in union and separation from the Lord. 
(3.2.71). The sthayibhava of priti-bhakti-rasa is eagerness to execute 
service with respect and trembling with eagerness because of knowledge of 
the Lord's greatness is the quality of sambhrama. Priti combined with this 
sambhrama is called sambhrama-priti. This sambhrama-priti is the 
sthayibhava of priti-bhakti-rasa. (3.2.76). When sambhrama-priti 
becomes firmly fixed, with no doubt that it will decrease, it is called 
prema. The anubhåvas are such things as complete attachment to the Lord. 
Priti-bhakti-rasa has two types: ayoga (separation) and yoga (meeting) 
(3.2.95). The desire to see the Lord when the devotee has not seen him at 
all is called utkanthita (3.2.96). Though it is impossible for all the 
vyabhicaribhavas to appear within priti-bhakti-rasa, utkanthita, autsukya, 
dainyam, nirveda, cintà, capalatå, jadatà, unmåda and moha are more 
common (3.2.99). When one attains the association of the Lord and then 
becomes separated from him, that separation is called viyoga. There are ten 
conditions of sambhrama-priti in viyoga: heat in the body, thinness, 
insomnia, instability of the mind, lack of interest in anything, jadatå 
(dullness), vyadhi (sickness), unmåda (insanity), and mrti (death-like 
symptoms) (3.2.116). Meeting with God is called yoga. There are three 
types of yoga: siddhi, tusti and sthiti (3.2.129). Attaining the Lord after a 
state of great longing, not having met him before, is called siddhi (attaining 
one's desire) (3.2.130). Meeting God after separationfrom him is called 
tusti. Living together with God permanently is sthiti. The alambanas of 
this rasa are the Lord (visaya) and the sons or younger brothers and sisters 
under his affectionate care. Anubhavas are sitting on a seat lower than God, 
following God, following his order and giving up their own wishes are the 
stta-anubhåvas. 


(c). Sakhya-bhakti-rasa (Sentiment of Friendship): When the 
sthayibhava of sakhya-rati is nourished by suitable vibhavas and the other 
elements of the devotee: SUIS EHOW ds Preyo-Dnakri-rase. (sakhya-bhakti- 
rasa) (3.3.1). The Lord and his friends of the same age are the ålambanas 
(3.3.2). Forms of the Lord as previously described in priti-bhakti-rasa are 
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also the ålambana of preyo-bhakti-rasa (3.3.3). The qualities of the Lord 
in preyo-bhakti-rasa are dressing attractively, possessing all good qualities, 
being best of the strong, being knowledgeable of many languages, being 
talkative, fully learned in all branches of knowledge, quick-witted, skilful, 
merciful, most courageous, learned in arts, intelligent, tolerant, attractive to 
all people, prosperous, jovial, and the most prominent among all persons. 
His friends (åsraya) whose form, qualities and dress are similar to God's, 
who are not restricted like the dåsas because they are endowed with deep 
trust and familiarity (visrambha) in relation to the Lord, are known as 
vayasya or friends. The uddipanas for preyo-bhakti-rasa are the Lord's 
age, his form, flute, conch, sports, joking, heroism, his intimate devotees, 
and imitating the actions of kings and devatas. All the vyabhicari-bhåvas 
except augrya, tråsa and ålasya are present in preyo-bhakti-rasa. However 
in separation from God, mada, harsa, garva, nidrà and dhrti do not appear. 
In union with God, mrti, glåni, vyadhi, apasmrti and dinatå do not appear. 


(d). Vatsala-bhakti-rasa (Parental Sentiment): When vatsala- 
sthayibhava is nourished by vibhåva and other elements of bhakti, it is 
called vatsala-bhakti-rasa (3.4.1). God and the devotees acting as elders 
are the alambana for this rasa (3.4.2). The vibhava of the vatsala-bhakti- 
rasa is God, with attractive dark, soft body, endowed with all wonderful 
characteristics, speaking lovely words. He is honest, shy, obedient, 
respectful and generous (3.4.4).The elders become vibhåva of vatsala- 
bhakti-rasa by thinking themselves greater than God, protecting him and 
teaching him (3.4.8). The uddipanas for vatsala-bhakti-rasa are said to be 
God's three ages starting with kaumara, his form, his cloth, his naughty 
activities, his laughing and his playing (3.4.17). The kaumara age has three 
stages: beginning, middle and end (3.4.18). At the beginning of the 
kaumåra age, his waist and thighs are chubby. The edges of his eyes are 
white, his teeth beginning to appear slightly and his body is very tender 
(3.4.19). In the middle kaumåra age, God has locks of hair falling to his 
eyes. He appears with partial clothing, he has pierced ears, he utters sweet, 
unclear words, and he begins to crawl (3.4.25). During the last part of the 
kaumåra age, God's waist becomes slightly thinner, His chest becomes 
slightly broader, and three braids hang down his back (3.4.29). The bhåvas 
of vatsala-bhakti-rasa are e SEN starting with stambha (paralysis) and also 
milk flowing oH" TEATS OF he Womel ^ (3.4.45). The 
vyabhicaribhavas of a rasa are the same as those for priti- 
bhakti-rasa, with the addition of apasmara. This vatsala-rati is said to be 
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the sthdyibhava for vatsala-bhakti-rasa (3.4.52). Though many 
vyabhicaribhavas are possible in vatsala-bhakti-rasa, during viyoga only 
cintà, visåda, nirveda, jadyam, dainyam, cåpalya, unmåda and moha are 
prominent (3.4.64). 


(e). Madhura-bhakti-rasa (Conjugal): When madhura-rati is 
nourished by suitable vibhåva and other elements of rasa in the devotees' 
hearts, it is called madhura-bhakti-rasa (3.5.1). This rasa has many 
components because it is very confidential, and because it is unsuitable for 
those who do not have a taste for madhura-rasa, since it appears similar to 
the rasa of mundane love (3.5.2). The ålambanas in this rasa are God and 
his dear, beautiful women (3.5.3).In madhura-bhakti-rasa, the Uddipanas 
are the sound of the fluteand other similar items (3.5.11). The anubhåvas of 
madhura-bhakti-rasa are glancing from the corner of the eyes and smiles 
(3.5.13). In madhura-bhakti-rasa, all the vyabhicaribhavas manifest except 
ålasya (sloth) and augrya (ferocity) (3.5.16). The sthayibhava of madhura- 
bhakti-rasa is the previously described madhura-rati (3.5.19). Madhura- 
bhakti-rasa has two types: vipralambha (in separation) and sambhoga (in 
union) (3.5.24). The vipralambha has many types such as pürva-raga, 
mana and pravasa (3.5.25). The love between two lovers in separation 
before they ever meet one another is called pürva-raga. (3.5.26). Pravåsa 
refers to separationafter meeting (3.5.31). The enjoyment experienced 
when two lovers meet is called sambhoga (3.5.34). 


(ii). Gauna-bhakti-rasa (Sentiment of Secondary Spiritual Devotion): 

There are seven secondary rasa-s which can be grouped under 
gauna-bhakti-rasa. They are namely: hasya-bhakti-rasa (humor), adbhuta- 
bhakti-rasa (astonishment), vira-bhakti-rasa (enthusiasm), karuna-bhakti- 
rasa (lamentation), raudra-bhakti-rasa (anger), bhayånaka-bhakti-rasa 
(fear) and bibhatsa-bhakti-rasa (disgust) (2.5.116). As these are of less 
importance, we do not have scope to discuss about these in detail. Hence 
they are briefly discussed as under: 


(a). Hasya-bhakti-rasa: When håsa-rati is nourished by the 
presence of vibhåva and other elements of rasa, it is called håsya-bhakti- 
rasa (4.1.6). The uddipanas for håsya rasa are the humorous words, 
clothing and behaviour of God. The anubhåvas are quivering of the nose, 
lips and cheeks: The Pyabhicaribhavas are hdi Så jubilation) ålasya (sloth) 
and avahittha (concealing oneself). The sthayibhava is håsya-rati (4.1.13). 
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There are six types of håsya-rati: smita, hasita, vihasa, avahasita, 
apahasita and atihasita. 


(b). Adbhuta-bhakti-rasa: When vismaya-rati becomes pleasurable 
in the devotee's heart by suitable vibhåvas because of his superhuman 
actions, it is called adbhuta-bhakti-rasa (4.2.1). All types of devotees are 
the ålambana for the vismaya-rati of adbhuta-bhakti-rasa, and God is the 
visaya because of his superhuman actions (4.2.2). Particular actions of God 
are the uddipanas. Opening the eyes wide is the anubhåva. Paralysis, tears 
and hair standing on end are the såttvika-bhåvas (4.2.3). Avega, harsa, 
jadyam etc. are the vyabhicaribhavas. 


(c). Vira-bhakti-rasa: When utsåha-rati attains an enjoyable nature 
by suitable vibhåvas and other elements of rasa, it is called vira-bhakti- 
rasa (4.3.1). There are four types of vira or valiant persons: yuddha-vira, 
dåna-vira, dayå-vira and dharma-vira. These devotees are the alambana 
for vira-bhakti-rasa (4.3.2). It is possible for utsåha-rati to appear in all 
types of devotees (4.3.3). 


(d). Karuna-bhakti-rasa: When soka-rati is nourished in the heart 
of the devotee by suitable vibhavas and other elements of bhakti it is called 
karuna-bhakti-rasa (4.4.1). Though imperishably blissful God can never 
fall from his svarüpa of bliss into misery, because of particular varieties of 
prema, God and his dear ones take on the appearance of falling into 
misfortune and become the visaya of karuna-bhakti-rasa (4.4.2). The 
relatives of the devotee or those devoid of the happiness of devotion also 
become the visaya of karuna-bhakti-rasa. Thus there are three types of 
visaya (4.4.3). The anubhåvas are drying of the mouth, moaning, 
slackening of the body, heavy breathing, shouting, falling on the ground, 
beating the chest and ground with the fist (4.4.5). The eight sattvikabhavas 
appear and the vyabhicaribhavas of jadyam, nirveda, glàni, dainya, cinta, 
visada, autsukhya, capalya, unmåda, mrti, ålasya, apasmrti, vyadhi and 
moha appear (4.4.6). 


(e). Raudra-bhakti-rasa: When krodha-rati is nourished in the 
devotee's heart by vibhåvas and other elements suitable to himself, it 
becomes raudra-bhakti-rasa (4.5.1). There are three visayas for krodha- 
rati: God, friendly. persønsu nada ndisendhyeporsonsk Alkctypes of devotees 
are åsrayas for krodha directed toward God, and for krodha directed 
against the friendly or unfriendly (4.5.2). The anubhåvas of raudra-bhakti- 
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rasa are Wringing the hands, grinding the teeth, reddening of the eyes, 
biting the lips, deeply contracting the brows, flinging the arms, beating 
others, silence, hanging the head down, heavy breathing, cursing, shaking 
the head, having the edges of the eyes turn pink, frowning, and quivering 
of the lower lip. Typical vyabhicåribhåvas are åvega, jadatå, garva, 
nirveda, moha, cåpalya, astiyå, augrya, amarsa and srama (4.5.24). 


(f). Bhayånaka-bhakti-rasa: When bhaya-rati is nourished by the 
vibhåvas and other elements of rasa it becomes bhayånaka-bhakti-rasa 
(4.6.1). The visayas in bhayånaka-rasa are curse of God. When asrayas 
commit offense to God, he becomes the visaya of this rasa. The uddipanas 
for bhayanaka-bhakti-rasa are frowns and other threats in the objects of 
fear. The anubhåvas are drying of the face, heavy breathing, looking 
backwards, hiding oneself, becoming unsteady, looking for shelter and 
shouting. All the såttvika-bhåvas except tears appear in bhayanaka-bhakti- 
rasa (4.6.9 and 4.6.10). The vyabhicaribhavas of bhayånaka-bhakti-rasa 
are tråsa, mrti, capalya, åvega, dainya, visåda, moha, apasmåra and sanka 
(4.6.11). The sthayibhava of bhayånaka-bhakti-rasa is bhaya-rati, which 
arises from offenses and fearful persons. This bhaya-rati or fear does not 
appear in any persons except the devotees. 


(g). Bibhatsa-bhakti-rasa: When jugupså-rati is nourished by its 
vibhåvas and other elements, it is called bibhatsa-bhakti-rasa (4.7.1). The 
åsritas and sånta-bhaktas and other who are not close to the lord are the 
ålambana of this rasa (4.7.2). The anubhåvas of this rasa are spitting, 
distorting the face indisgust, covering the nose, running, quivering of the 
body, hair-standing on end and perspiration (4.7.4). The vyabhicaribhavas 
of this rasa are glåni, srama, unmåda, moha, nirveda, dainya, visåda, 
cåpalya and jådyam (4.7.5). The sthåyibhåva of this rasa is jugupsa-rati. 
There are two types of jugupsa-rati: vivekaja (arising from discrimination) 
and prayiki (common) (4.7.6). 


II 


The Manifestation of Rasa (Rasa-Nispatti) as observed by 
Various Critics 


Though ccBharataguriscalkhesanprepunder råte rasdrtheory; it was 
Abhinavagupta who really paved the way for rasa to gain a respectful 
entry into the world of poetics. However, even much before Bhatta Lollata, 
Sri Sankuka and Bhatta Nayaka were taking different kinds of initiatives to 
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obtain rasa an entry into the hallowed world of philosophical reflections. 
These three commentators, known as rasa-theorists had so much in 
common among themselves. All of them hailed form Kashmir wrote their 
commentaries on Nåtyasåstra, none of their commentaries is extant today 
and all of them got adequate mention in Abhinavabharati. All of them 
sharply focussed on two key-terms of rasa-theory: nispatti and samyoga. 
While giving their interpretations they also raised many other significant 
issues. Let us now introduce the expositions of these four åcåryas: 


(1) Bhatta Lollata and his Utpattivåda or Upacitivåda or 
Aropavada : 

Bhatta Lollata (9" century A.D.), a philosopher from Kashmir, a 
fervent follower of mimåmså and known to be a contemporary of Bhatta 
Kallata, has written a commentary on Bharata's rasa-theory. Thus, he has 
earned the distinction of being the first to initiate philosophical reflections 
on it. None of his work is extant and whatever we know about him and his 
views on rasa is through the writings of Abhinavagupta 
(Dhvanyålokalocana and — Abhinavabharati), | Raja$ekhara (Kåvya- 
mimamsa) and Mammata (Kåvyaprakåsa). 


This first rasa-theorist tried to give his interpretation to the rasa- 
sutra, which apparently carried quite a few ambivalent issues. Being a 
mimamsaka himself and in the absence of the idea of dhvani (poetic 
suggestion) which took centre stage through the writings of 
Anandavardhana a little later, he tried to extend the literalism to Bharata's 
rasa-theory and wanted to explain - what samyoga stands for, what is 
meant by nispatti, what is the significance of sthayibhava in the realization 
of rasa, how the two are related and what is the locus of rasa and so on. 


According to him, samyoga means the relation (sambandha) and 
nispatti means utpatti. In this utpatti or production Lollata maintained that 
rasa is an effect (kårya) while the vibhåva etc. are its direct cause 
(karana). He held that rasa is nothing more than an intensified and 
heightened sthayibhava as a result of the combined effects of the play, the 
players and various theatrical devices. He further maintained that rasa is 
located primarily in the characters. His rasa is in fact sthåvibhåva which is 
intensified, nurfuredvikamdu Khöisktenednibyity Ràblr&Galsctiagnubhavas and 
vyabhicaribhavas. Rasanispatti (realization of rasa) in  Lollata's 
interpretation of rasa-sütra becomes rasa-utpatti (production of rasa) or 
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upaciti (intensification of sthåyibhåvas culminating to rasa). Thus, Lollata 
was more explicit in focussing the spotlight on sthayibhava and giving it 
the distinction of being a potential rasa. 


Lollata also raised the issue of locus of rasa and stated that rasa is 
primarily located in the historical characters e.g., Rama and Dusyanta etc. 
and also manifested through various theatrical representations. However, 
Lollata is unable to explain how the actors are charmed by these 
representations. While explaining the process and meaning of rasa- 
realization Lollata clearly mentions his three stage process of heightening 
of sthayibhavas and finally its intensification in to a full fledged rasa. 
Thus, his rasa-nispatti becomes rasa-utpatti (production of rasa). 


(2) Sankuka and his Anumitivåda or Pratitivåda: 

Sankuka (9" century AD), a younger contemporary of Lollata and a 
Naiyåyika from Kashmir was the second rasa-theorist who guided the 
debate to the next level. Like Lollata none of Sankuka's works is extant. 
All we know about his ideas is from the writing of Abhinavagupta, 
Mammata and Hemachandra etc. Sankuka literally demolished Lollata's 
rasa-theory to advance his own arguments. He brought back the primacy 
of bhàva in relation to rasa. He further tried to establish the rasa- 
realization to be a unique process of inference unlike any other accepted 
forms of cognition. He says samyoga refers to the relationship of 
anumåpya-anumåpaka and nispatti denotes anumiti. According to him, 
rasa is anumapya and vibhåva etc. are anumåpaka. He holds that rasa 
exists in original heroes and heroines and the spectator infers the actors as 
original characters like Rama and Sita etc. 


Sankuka strongly criticised that rasa is not a matter of production 
or intensification of sthåyibhavas. Instead the rasa is inferred. The 
sthayibhavas actually do not inhere in the actor but it is inferred to be the 
trained actor. His perfect rendering by means of blend vibhavas, 
anubhavas and vyabhicåribhåvas along unreal, creates an imitation of 
sthayibhava. 'The realisation of rasa takes place when the audience infer 
the existence of sthayi. It is interesting to note that this type of cognition is 
unique, unlike any other accepted form of cognition. 


CC-0. Kavikulguru Kalidas Sanskrit University Ramtek Collection 
To expand his point further he offers an analogy of citra-turaga 


nydya which stands for the analogy through which one can learn that the 
horse in the picture is actually called a horse. From an aesthetic point of 
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view, it is real and unreal. His elaboration of sthåyibhåva and its relation of 
vibhåvas etc. and rasa are significant. He also raised another significant 
issue that cognitions of sthåyibhåva are not possible as it can only be 
apprehended through its vibhåvas etc. Unlike his processor he constantly 
talks of spectators and speaks of rasa from the point of view and savouring 
of spectators. 


Besides, he expects his spectators to be constantly ready to employ 
his rational faculty to infer. Sri Sankuka made following significant 
assertions: 


] (i) Clarified the relationship of sthåyibhåva and vibhavas: Sri 
Sankuka clearly emphasised that through vibhåvas only the spectators can 
infer a sthåyi in the actor which in reality is not there. 


(ii) The realisation of rasa is a process of logical inference: For 
Sri Sankuka, nispatti of rasa takes place in the form of an inference where 
the vibhavas are anumåpakas and rasa is anumåpya. 


(iii) Imitation of sthåyibhåva leads to rasa: Sthayibhavas are real 
life permanent emotions which are imitated by actors. Actors are trained in 
the art of impersonation and through their artificial renderings they imitate 
the sthayibhavas. Spectators finally enjoy rasa through the imitation made 
by actors. 


(iv) The cognition of the inference is unique: Sri Sankuka uses an 
analogy widely known as ‘citra-turaga-nydya’ to prove that cognition 
obtained from inference is unique and absolutely unlike the commonly 
known forms of cognition. 


(v) Raises the status of the spectator: Bhatta Tauta and other later 
critics had serious reservation about his theory. Considering rasa to be an 
imitated form of sthdyi was totally unacceptable to them. The meaning Sri 
Sankuka wanted to assign to imitation was too restricted. Even his original 
idea of inference of sthayibhavas was also not tenable. Bhatta Nayaka 
pointed out that the inference was not possible because the character was 
not present before the audience. None the less the points he raised and the 
status of aesthete-“h&elevatet hel ped later THRE Gl lexiplore deeper and 


further on rasa. 
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(3) Bhatta Nåyaka and his Bhuktivåda: 


Rasa-debate reached its culmination with the entry of Bhatta 
Nayaka (9* -10" century AD), a reputed Kashmiri scholar who was an 
accomplished alankarika and an ardent adherent of sankhya philosophy. 
He is one of the four best-known expounders of the *doctrine of rasa'. His 
work on the subject entitled Hrdayadarpana is not available today but it 
was available to Acarya Mahimabhatta (11" century AD), the author of 
Vyakti-viveka who clearly refers to it in the 4" karika of the first chapter of 
his work: Sahaså yaso bhisartum samudyatådrstadarpanå mama dhih / 
Svalankaravikalpane vetti kathamivavadyam. That means how can my 
intelligence, in its effort to attain fame at any cost, all of a sudden without 
having had a look at the work entitled Darpana (fully entitled 
Hrdayadarpana, also called Dhvani-Dhvamsa) see any defect in its 
denunciation of (dhvani) in the course of my own poetics (called Vyakti- 
viveka). Here the word ‘Darpana’ refers to the poetics of Bhatta-Nayaka 
called Hrdayadarpana. 


Bhatta Nayaka accepts samyoga as denoting the relationship of 
bhojya-bhojaka and nispatti refers to bhukti. He holds that rasa is neither 
produced nor suggested, nor created by anything. According to him, a 
proper aesthetic creation generates in us a new spiritual enlightenment 
which gives us enjoyment. He calls these functions bhåvakatva and 
bhojakatva. Bhavakatva is the power of  universalization 
(sadharanikarana) by virtue of which vibhåvas, sthåyibhåvas, etc. lose 
their individuality in people who are endowed with imaginations. 
Bhojakatva is the quality that is responsible for the enjoyment of this 
generalized sthåyibhåva by the spectator. He accepts the position of rasa in 
the heart of audience. Bhatta Nayaka's interpretation of Bharata's rasa- 
sutra is called a * Bhogavadi' interpretation of the art-expereience because 
its terminal point is the enjoyment thereof and it is based on the sankhya- 
school of Indian philosophy as is clear from its terminology and procedure 
which are those of that very school. 


There is no doubt that the exposition of the rasa-sutra as given by 
Bhatta Nayaka is the most satisfactory solution of the mystery of the art- 
experience in CqhieKavimtive Kditstorykrighivzorkdaskddisnr The famous 
interpretation of the Catharsis clause of Aristole's definition of tragedy 
given in the 6" chapter of his poetics, put forward by the great Aristotelian 
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scholar S.H. Butcher is ultimately to be traced to the ‘theory of rasa’ 
propounded by Bhatta Nåyaka. Its impact can also be discened in the 
clarification theory of Katharsis propounded by Leon Golden. Thus, Bhatta 
Nayaka deserves s great place in the history of Art-Criticism. 


Bhatta Nåyaka clearly saw that the earlier theories were unable do 
justice to rasa and he was not even convinced of the power of dhvani. So 
he advocated a three function theory through which language, in poetry, 
accomplished its desired task. These three functions or as he called them 
vyåpåras were adhibhå (the literal meaning), bhåvakatva (emotional 
complex) and ‘bhogikarana’ or ‘bhojakatva’. Through abhidhå the 
general meaning of the composition is understood, while bhåvakatva helps 
the vibhåvas etc. to become universalised /generalised (sadharanikrta) and 
attaining the unique status to belonging to ‘none’ but still be relishable by 
one and all. Thus, he considers the heroes and the heroines as a common 
man and woman. It is this function which allows the artist to imbue general 
characteristics in a situation, character or feeling. 


Through the third vyapara (i.e. bhojakatva) the aesthete relished 
(bhoga) the unalloyed bliss out of the artistic creation of the artist. This is 
the final stage where the spectators simply enjoys the art-work, poem, 
theatre and immerse themselves in its bhoga which has a predominance of 
sattva-guna in it. According to him, this state is neither like anubhåva nor 
like smarana but it is a state where one feels totally immersed and totally 
expanded. Its blissful experience is so subtle that it is beyond description 
and beyond this world. Bhatta Nayaka is the first rasa theorist to highlight 
the sublimity, dominance of sattva, unalloyed nature and akinness to 
mystic experience of the highest order of rasa-experience. 


(4) Abhinavagupta and his Abhivyaktivåda: The real discussion of 
rasa was started by Abhinavagupta (C. 950 — 1016 AD) in his commentary 
on Bharata's maxim on rasa. The discussion was based on two words: 
samyoga (conjunction) and nispatti (manifestation). According to him, 
samyoga refers to the relationship of vyangya-vyafijaka and nispatti means 
abhivyakti. He manages the task of the powers like bhavakatva and 
bhojakatva through vyañjanā and dhvani. He holds that the sthayibhavas 
like rati etc. exGst0iKathelgan Kdiof StnécaüdienceRontdheottesider as våsanå or 
samskåra and gets expressed (abhivyakta) through the association of 
vibhåva etc. 
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He is of the opinion that rasa is based on the psychological theory 
that our personality is constituted of a few primary emotions which lie 
deep in the subconscious or unconscious level of our being. These primary 
emotions are the amorous, the ludicrous, the pathetic, the heroic, the 
passionate, the fearful, the nauseating, and the wondrous. Other aesthetic 
psychologists have in later times, added to them the peaceful or 
intellectual, the devotional and the filial. These emotions are there in all, 
and so these are called the dominant emotions or sthåyibhåvas. Each 
emotion in its manifestation shows a composition of diverse sentiments 
which produce the appearance of a permanent flame. The flames of diverse 
sentiments give expression to the permanent emotion of love or hate, 
heroism or anger. No emotion is called rasa unless it is aesthetically 
excited. When a young man falls in love with a young woman and his 
whole frame is shaken, we cannot speak of him as being the subject of 
srngara rasa. Similarly when his son is dead and he is weeping, we cannot 
say that he is in the karuna rasa because rasa is an emotion excited by 
artistic circumstances. 


Being a follower of Vedanta school Abhinavagupta points out that 
in the actual aesthetic experience; the mind of the spectators is liberated 
from the obstacles caused by the ego. Thus, transported from the realm of 
the personal and egoistic to that of the general and universal, we are 
capable of experiencing nirvana or blissfulness. In the aesthetic 
individualization or universalization the Indian aestheticians consider this 
process sadharanikarana. 


Here we present a comprehensive table outlining and contrasting all 
the four rasa-theories: process, we are transported to a trans-personal level. 


Observations: According to Bharata, rasa is evoked when the 
vibhåvas, anubhavas and vyabhicåribhåvas are combined. Unfortunately, 
he has not interpreted the theory in detail. Hence, many scholars have tried 
to explain this conspicuous concept. Bhatta Lollata pointed out that rasa is 
a product made by efficient causes, i.e. nimitta-karana of the vibhavas, 
anubhavas and vyabhicåri. Mammata rejects this view on the ground that 
‘rasa’ cannot exist in the absence of the vibhåvas, anubhåvas and 
vyabhicari. It isfotæyprödudertprödset reletióngInipkttydexists between the 
bhåvas and the rasa. He concludes that they cannot be considered the 
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efficient causes of rasa but concomitant agencies contribution to the 
creation of rasa. 


First in the series, unlike Bharata himself Bhatta Lollata clearly 
stated that it is sthayibhava, adequately intensified by vibhavas, anubhavas 
and vyabhicåribhåvas, which become rasa. Subsequent commentator Sri 
Sankuka rejected Lollata’s argument and declared that rasa-realization is 
not intensification but a process of logical inference. Finally Bhatta 
Nåyaka stated that rasa is sthåvibhåva experienced through abhidhå and 
bhavakatva and relished as an extra worldly blissful experience by 
experiencing transpersonal feeling. 


However, from the above discussion of rasa and rasanispatti, we 
can say that the view of Abhinavagupta is more accurate and authentic as 
except abhivyaktivada all other vådas (utpattivada, anumitivada and 
bhuktivada) discussed above are incomplete. However, Abhinavagupta’s 
abhivyaktivada is complete as he accepts rasanispatti from the 
sthayibhavas rati etc. existing in the heart of sensitive audience 
(samajika): Samajikanam våsanåtmakatayå sthito ratyadi bhåvo rasah 
(Abhinavabharati). Now we may quote the views of other critics in support 
of Abhinavagupta's abhivyaktivada: Mammata supports this view and says 
that the rasas can only be experienced by the sahrdayas and for others it is 
like the wood, wall and stone etc. co-existing in the auditorium: 


Savasananam sabhyanam rasasyåsvådanam bhavet / 
Nirvasananantu rangantah kåsthakudyåsmasannibhah// 
(Kåvyaprakasa) 


Visvanatha, the author of såhitvadarpana also accepts rasa as 
alaukika. He says Sattvodreka is the cause of rasa and rasa is unbroken 
(akhanda), | svaprakasananda, | cinmaya, | vedyantara-sparsasünya, 
brahmåsvåda-sahodara and it is associated with lokottaracamatkara: 


Sattvodrekadakhanda-svaprakasananda-cinmayal/ 
Vedyantara-sparsasunyo brahmåsvåda-sahodarah// 
Lokottaracamatkarapranah kascit pramåtrbhih/ 


Svakarayadablinnatuenaxamasvadyate KAS ection 
(Sahityadarpana 3.2-3). 
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theory 


Unique Contribution 


Philosophic 
of 


al 
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Utpatti-vada or 
upaciti-våda or åropa-våda 
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Bhatta Lollata 
Early 9^ CE 


The first to offer 
philosophical commentary to 
rasa-theory. Highlights the 
significance of sthayibhava 
in rasa-realization. Did not 
believe in restricting number 
of rasas to eight only. Raised 
the issues of communication 
of rasa to spectators and 
difference between rasa and 
sthayibhava. 


and 


supported and | Idea 
sthayibhavas become rasas. 


imamsa 
strengthened by vibhavas, 


anubhavas, 
vyabhicaribhavas 
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Anumitivāda or 


Sri Sankuka 
(Mid 9^ CE) 
Pratttivåda 


f 











of | Intensified, 


While actors reproduce, the 
spectators infer sthayibhavas. 
Advanced philosophical 
reflection of rasa to next 
level. Highlighted the role of 
actor's performance. 
Reiterated the primacy of 
sthayibhavas in rasa- 
realization. Maintained actor 
to be active inferers than 
passive receivers. 


Immitated sthayibhavas 
characters become rasa 


Nyaya 
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Bhatta Nåyaka 
(Late 10 CE) 


through 


Sthayibhavas experienced 


Bhuktivada 
Samkhya 


to 


akin 


wordly bliss 


a 


Highlighted the real 
significance of imagination 
(bhåvanåvyåpåra) as integral 
to aesthetic experience. 
Introduced the principle of 
universality of emotions 
(sådhåranikarana). Tilted 
later deliberation towards 
subjective aspect. Established 
rasa to be essentially blissful 
and akin to brahmånanda. 
Contributed significantly 
towards analysis of aesthetic 
experience. 








Abhinavagupta 


rati etc. 


like 


sthayibhavas 
existing in the mind of the audience | abhidhå and bhåvakatva and relished 


(C. 950 — 1016 AD) 
Abhivyaktivada 


Vedanta 
The 











kara get expressed | as 


as vdsanda or sams. 
(abhivyakti) through the association | Brahmananda is rasa. 


of vibhava etc. resulting in rasa. 





He, for the first time, accepts 
rasa as based on the 
psychological theory. He 
says our personality is 
constituted of a few primary 
Emotions which lie deep in 
the subconscious or 
unconscious level of our 
being and these primary 
emotions are called the 
dominant emotions or 
sthayibhavas. He says no 
emotion is called rasa unless 
it is aesthetically excited. 





The concept of sådhåranikarana at a glance: 


Rasanispatti is only possible in the stage of sådhåranikarana. 
Bhatta Nayaka presented his doctrine of sadharanikarana more than 600 
years after Bharata had advanced his rasa-theory. In between the first two 


rasa-theorists seen to inp RN 


CC-0..Kavikulguru 
even an adversé critic ke 


inavagup 


hard in the absence of this doctrine which 


idas Sanskrit Universit tek 
tå Could no ignore. Thus, Bhatta 


ollection 


Nåyaka will long be remembered for such a brilliant contribution to the 


advancement of rasa-tradition. 
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While going through the basic rasa-theory presented by Bhatta 
Nayaka we learnt about three functions or vyåpåras ascribable to the 
language of poetry. The second function, bhåvakatva or 'bhåvand- 
vyapara ' provides the premise for the doctrine of sådhåranikarana. It is 
this power which enables the vibhavas in theatre to disassociate themselves 
from their worldly afflictions, personal egoistic considerations. The poetic 
virtues along with costumes, music, gestures, dance etc. help to achieve 
sadharanikarana. A sympathetic spectator experiences the intensity of the 
emotions of the vibhavas; he ultimately forgets himself and identifies 
himself with the state of the vibhåva. But these universalized theatrical 
emotions do not loose their appeal, they do not become un-individualized, 
vague, devoid of their essential ‘life and vibrancy’. 


According to Bhattanayaka when vibhåva etc. get universalized and 
the saficarvibhavas give up their specific form and appear in a universal 
form, it is technically known as the concept of sadharanikarana. Thus, the 
sthayibhava and anubhåva free themselves from specific sort of 
relationship: — Bhåvakatvam —sådhåranikaranam | tena — vyaparena 
vibhåvådayah sthayi sadharanikriyante. Sadhàranikaranam caitadeva yat 
sitadivisesananam kåminitvådisamånyenopasthitih sthayyanubhavadinam 
ca sambandhivisesånavachinnatvena. 


In the sadharanikarana stage the audience or reaer (samajika) does 
not have the feelings that these are mine and these are not mine, these are 
of my enemy and these are not of my enemy, these are of indifferent one 
and these are of not indifferent ones etc. At that time he has a very 
universal feeling common to all:  Mamaivete, — Satrorevaite, 
tatasthasyaivaite, na mamaivete, na satrorevaite, na tatasthasyaivete iti 
sambandhavisesasvikara-parihara-niyamanadhyavasayat | sadharanyena 
pratitairabhivyaktah. Thus, in this stage the audience (samajika) gives up 
his own individuality as Vi$anåtha says: 


Parasya na parasyeti mameti na mameti ca/ 
Tadasvade bibhavadeh paricchedo na vidyate// 
(Sahityadarpana 3.12-13). 


CC-0. Kavikulguru Kalidas Sanskrit University Ramtek Collection 
Thus, sadharanikarana as a principle aptly complimented rasa-theory and 


boldly answered questions like how and why a tragic situation is a 
relishable experience. Though Abhinagupta raised some objections to this 
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principle but finally he adopted it into his own theory too. Dhanafijaya, the 
other legendary also readily accepted this principle in his ' Dasarüpaka'. 
We can conclude by saying that if rasa is the destination sadharanikarana 
is the pathway. 


Bhatta Tauta also in his work 'Kåvyakautuka” says that a dramatic 
presentation is not a mere physical occurrence. In witnessing a play we 
forget the actual perceptual experience of the individuals on the stage. The 
man who is playing the part of Rama does not appear to us in his actual 
individual character. He appears to us as Rama about whom Valmiki 
wrote. He stands somewhere midway between the pure ‘actuality’ and the 
pure ‘ideality’. This together with all the scenic association and music 
produces an experience which vibrates with exhilaration. The past 
impression, Memories, associations, etc. becomes connected with the 
present experience. As a result, a new experience is created and this 
provides new types of pleasures and pains. This is technically known as 
rasasvadana, camatkara and carvana. 


In the 5" karika of Vakroktijivitam Kuntaka says: tadvidam 
camatkaro vitanyate with reference to the purposes (prayojana) of kavya. 
There he does not talk of the poet or reader but of the knowers. He has 
written three kårikås (3™, 4" and 5") in this connection. In the 3" chapter 
of Sahityadarpana also Visvandtha has used the terms like samajika, 
sahrdaya and scetas (rasatametiratyadihsthayibhavahsacetasam) etc. and 
nowhere the poet or writer etc. Thus, it is a clear indication that the 
relishers of rasa are the readers or the audience and not the poet, actors etc. 
who has attained the state of sadharanikarana. 


-0- 
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Chapter 3 
Abhinavagupta's Interpretation of Rasa-Theory 
I 


Introduction: In the introductory part of this section a profile of the life 
and works of Abhinavagupta are discussed in detail. Abhinavagupta and 
his theories are still studied widely throughout the world. Study of rasa in 
any work cannot be possible without studying his magnum opus 
Abhinavabharati which is a complex and well-read commentary on the 
Natyasastra of Bharata who is regarded as the father of rasa. 


A profile of Abhinavagupta's life: Abhinavagupta was a Kashmiri $aiva 
philosopher, who lived in 1000 A.D., exactly a millennium ago. He was 
one of the world's greatest philosophers and literary critics, and a mystic 
and aesthetician par excellence. His contribution to Indian philosophy, 
literature, drama and performing art is immense. He is so to South Asia 
what Plato and Aristotle were to western civilization. 


Abhinavagupta's most important work on the philosophy of art is 
‘Abhinavabharati, a long and complex commentary on Nåtyasastra of 
Bharata. It was written by Abhinavagupta (ca. 950-1020), the great 
Kashmiri $aivite spiritual leader and a yogi. It is the oldest commentary 
available on the treatise. This work has been one of the most important 
factors contributing to Abhinavagupta's fame until present day. His most 
important contribution was that to the theory of rasa (aesthetic savour). In 
this monumental work, Abhinavagupta explains the Rasasiitra of Bharata 
in consonance with the theory of Abhivyakti (expression) propounded in 
Anandavardhana's work Dhvanyåloka (aesthetic suggestion), as well as the 
tenets of the Pratyabhijna philosophy of Kashmir. 


According to Abhinavagupta, the aesthetic experience is the 
manifestation of the innate dispositions of the self, such as love and 
sorrow, by the geli; Jt, is characterized. han tae, centemplation of the bliss of 
the self by the connoisseur. It is akin to the spiritual experience as one 
transcends the limitations of one's limited self, because of the process of 
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universalisation taking place during the aesthetic contemplation of 
characters depicted in the work of art. 


A profile of Abhinavagupta's Works: Abhinavagupta's work is 
almost unparalleled in Indian intellectual history. Although he is labelled 
as a Saiva philosopher, his work comprises of various currents of 
intellectual thinking such as aesthetics, dramaturgy, music, fantra, yoga, 
literary criticism, devotional poetry, cognitive science, emotions, 
philosophy of mind, language. His works fall in various categories such as 
commentaries, poems, manuals of religious rituals, philosophy etc. 


Abhinavagupta's Abhinavabhåratt: Abhinavabhåratt is the most 
famous and the most erudite commentary that we find on the Natyasastra 
of Bharata by Abhinavagupta. We come to know about many lost works 
and old authors from this commentary. Abhinavagupta has introduced 
many improvements and new thoughts into the systems of Sanskrit 
Literary Criticism. All the later writers beginning with Mammata in the 
11" century and ending with Panditaraja Jagannåtha in the 17" century 
have held him in very high esteem. Secondly, he has rejected the views of 
earlier thinkers and commentators on the Nafyasastra such as Bhatta 
Lollata, Sri Sankuka and Bhatta Nayaka. He was a very able commentator, 
who had the capacity to explain in a best suitable manner, the text without 
any ambiguity or confusion. He has invariably constructed every sentence 
of his text so well as to convey rational and appropriate sense beyond our 
expectation. He has clarified satisfactorily every doubt which is likely to 
arise in the mind of every thinking man who may attempt to understand the 
text. Abhinavabharati was written only after the work of Bhatta Nayaka, 
as becomes evident from the fact that Bhatta Nayaka has been quoted by 
Abhinavagupta. The date circa A.C. 975-1015 has been ascribed to the 
Abhinavabharati of Abhinavagupta. Abhinavagupta’s commentary is the 
best on Bharata's Nåtyasåstra. Abhinavagupta has explained difficult and 
vague portion of Nåtyasåstra. But at places he gives his own 
interpretations that are not found in Bharata's Nåtyasåstra. His 
commentary is indispensable. Whenever he has to explain any theory or 
problem concerning the dramatic art or general aesthetics, he does it very 
exhaustively by quoting all available views on the same and often cites 
examples from Å Vast SUBS? OP PANT "ad Oder Tost^Works. Often he 
sums up the discussion in a masterly fashion. One thing that we find 
remarkable in his commentary is that he often criticizes and makes fun of 
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the såmkhya-views, as is seen in his commentary on the production of 
rasa. At many places the commentary of Abhinavagupta is tinged with his 
philosophical thought, for example in the sixth chapter on rasa. 


Mahesvaranda, a 13th century philosopher says that the poetic 
meaning of words that co-exists paradoxically with historical or literal 
meaning stands in relation to the other powers of words just as freedom 
does in man's other capacities and activities, known as resonance (dhvani) 
or suggested, manifested sense (vyangya). Rasa is not anything but THIS. 
Poetic words manifest or suggest it unexpectedly but spontaneously 
without any visible bridges. “When we read a poem, we become as it is, 
simultaneously aware of rasa, viz. sentiments not practically experienced 
but aesthetically contemplated that it suggests. Temporal sequence 
between cognitions of the expressed and suggested sense would be 
noticeable only in case the suggested sense were opposed to the expressed 
one or similar to it, that is, on the same footing." 


Abhinavagupta, son of Narasimhagupta, was born in Kashmir 
during second half of 10th century of a famous Brahmin family. He has 
earned his reputation in the field of aesthetics through a commentary on 
Nåtyasåstra (Abhinavabharati) and a commentary on Anandavardhana's 
Dhvanyåloka in which Abhinavagupta played a major role in developing 
dhvani-school. Abhinavagupta accepts Nayaka's concept of generalization 
but rejects his concepts of aesthetic experience, a fruition rather than 
knowledge. Further he rejects Nayaka's assumption of poetic words or 
power of revelation. According to Abhinavagupta, rasa is not revealed. 
But rasa is a perception. 


Abhinavagupta explained the rasa-theory propounded by Bharata 
on the philosophical way and raised the experience of rasa i.e. Rasasvada 
similar to the experience of the highest bliss i.e. Brahmåsvada. 
Abhinavagupta's rasa-theory had a great impact on the rasa-school of 
Sanskrit poetics as a whole. Abhinavabhåratt is considered a land-mark 
and it is regarded important for the study of Natyasastra as it predates all 
the known manuscripts of the Nåtyasastra which number around 52. 
Abhinavabharati is a monumental work largely in prose and it illumines 
and interprets He. Rextilgofo KBkiaråtekåtUnmarty RdeteLiblletich comments on 
practically every aspect of Natyasastra. Abhinavagupta's commentary is 
therefore, an invaluable guide and a companion volume to Bharata's text. 
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Abhinavabharati is the oldest commentary available on 
Nåtyasåstra. All the other previous commentaries are now totally lost. The 
fact that such commentaries once existed came to light only because 
Abhinavagupta referred to them in his work and discussed their views. 
Abhinava is the only source for discerning the nature of debate of his 
predecessors such as Bhatta Lollata, Sankuka, Bhatta Nayaka and his guru 
Bhatta Tauta. The works of all those masters can only be partially 
reconstructed through references to them in Abhinavabharati. Further, 
Abhinavagupta also brought to life and breathed life into ancient and 
forgotten scholarship of fine rhetoricians Bhamaha, Dandin and 
Rajasekhara etc. 


Abhinavagupta’s influence has been profound and pervasive. 
Succeeding generations of writers on the science of Natya have been 
guided by his concepts and theories of rasa, bhdva, aesthetics and 
dramaturgy. No succeeding writer or commentator could ignore 
Abhinavagupta’s commentary and the discussions on the crucial chapters 
of the Natyasastra, namely, 6, 7 on rasa and bhava. Abhinavabharati is 
thus a bridge between the world of the ancient and forgotten wisdom and 
the scholarship of the succeeding generations. Abhinavagupta mentioned 
bhakti as an important component of the santa rasa. Following which the 
later poetic traditions reckoned bhakti (dition) and vatsalya (affection) as 
being among the nava-rasa. 


Abhinava begins by explaining his view of aesthetics and its nature. 
Then goes on to the state how that aesthetic experience is created. During 
the process he comments on Bharata's concepts and categories of rasa and 
sthyayibhava, the dominant emotive states. He also examines Bharata's 
other concepts of vibhåva, anubhåva, vyabhicharibhavas and their 
subcategories, uddipana (stimulant) and  alambana (ancillaries). 
Abhinavagupta examines these concepts in the light of $aiva philosophy 
and explains the process of one becoming many and returning to the state 
of repose (visranti). 


It is well-known that virtually all aesthetic concepts—rasa, guna, 
alankåra, bandha and vrtti—were familiar to all literary theorists from 
Bharata down t6dagamnihatha KWidtsóveky: WatrteichisshisCotwrioway of defining, 
classifying and illustrating them that leads to lopsided emphasis on one of 
them at the cost of the others. This was sought to be remedied by 
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Anandavardhana in his Dhvanyåloka. Yet how exactly it could integrate 
every concept into a unified whole philosophy of beauty in literature and 
art was left to be explained in the two major works of Abhinavagupta — 
the /ocana and the Abhinavabharati, unfortunately, the mis-reading in both 
these in important contexts have impeded even our best scholars from 
getting at the crucial thought of Abhinavagupta. 


Abhinavagupta took inspirations from his predecessors. The 
doctrine of Abhinavagupta is known as Abhivyaktivåda in Sanskrit poetics. 
Abhinavagupta formulated his theory of revelation on the basis of 
vyanjana which he accepts as the third power of a word along with 
abhidhå and lakshana. According to him, the soul is immortal and all 
souls, particularly of sahrdayas or responsive critics, have implanted 
certain basic impulses of våsanås which in the jargon of poetics is called 
sthayibhavas. When there is a vivid representation of vibhavadi, the 
corresponding impulses are evoked and it gets developed to a pitch where 
it is realised in the form of an overwhelming thrill or joy. Thus, rasa is the 
revelation and manifestation of the inherent basic implanted impulses 
which is freed from all limitations of time and space by magic of poetic art 
that is pratibhå by which representation is elevated. 


From the above discussion, it is obvious that Abhinavagupta has 
sought to explain rasa as the enjoyment of the spectator's or reader's own 
emotions. But the question is how they appear? The answer is that it is 
realised in a generalised form. When the spectators see the stage- 
performances of a dramatic work and actors and actress move before them 
playing their roles, then these vibhåvas, and their anubhåvas at first 
suggest spectators the original character's mental conditions in the 
individual forms but later on gets generalised due to the efficiency and 
excellence of actors and actresses. The effective scenic representations and 
the pratibhå of the creator who elevates ordinary utterances by employing 
the gunas, alankaras, vrittis and ritis etc. Then an individual becomes 
stripped off or divested of personal peculiarities. The emotions, thus, get 
generalised, for example, mutual love becomes love in general between 
man and woman. Then the vibhåvas, the anubhåvas and mental conditions 
are generalised and excite the latent impressions in the spectator. Thus the 
individuality iS 5st tg Sap TBAVaS NY FARIA) is allowed, 


generalisation is possible. 
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Thus, to Abhinavagupta, the relation that exists between vibhåva 
etc. is the vyangya-vyafijaka-bhåva, that is the relation between the 
suggestor and the suggested in the case of the bhåva of the original 
characters and of the revealer and revealed from the view-point of the 
sthayibhavas of the spectators and the term nispatti to Abhinava means 
abhivyakti or manifestation. 


Abhinavagupta's other works: Besides Abhinavabharati, his 
other important work is Tantraloka, which is an encyclopedia of Tantra 
and synthesis of the ‘Trika’ system (‘Trika’ system is another name of 
Kashmir Saivism and refers to three fold science of man and his world). 
The supplementary work to Tantråloka is Tantrasåra which is a summary 
of the Trantraloka. His commentary on Bharata's Nåtyasåstra known as 
Abhinavabharati forms an essential part of the Indian discourse on poetry, 
drama, dance and music. Other writings include Pratyabhijna, which 
stands for ‘identifying’ and not attaining. Knowledge always had a very 
important place in the Indian society. There is an unusual sense of 
humanity that exists in his commentary on the Gita. He is more egalitarian, 
which can be observed in his works. 


He is regarded as one of the highest geniuses in the field of drama 
and aesthetics. In fact, he was a master of many more subjects like poetics, 
tantra, philosophy and particularly Kashmir Shaivism. Tradition tells us 
that he approached many teachers to learn various subjects. Similarly, he 
has also written voluminous treatises on all subjects, mainly in the form of 
commentaries like Abhinavabhåratt. In his commentary on the 
Dhvanyåloka of Anandavardhana all the views of Abhinavagupta are 
elaborated in details and they constitute practically the last word of the 
Indian dramaturgy, poetics and aesthetics. He is regarded as a mastermind 
and the founder of religious cult and Tantras, mainly belonging to Kashmir 
Saivism known as Pratyabhijfia-School of philosophy. His philosophical 
works are many and they are mostly published in the Kashmir government 
Sanskrit Series. He also wrote a philosophical work known as Tantråloka 
in twelve volumes. They are published in a digest in one volume. He also 


is regarded as a masterpiece. In fact, he symbolizes the entire traditional 
scholarshi pex i Ste ANS the s Sanskrit University Ramtek Collection 
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Along with Bharata, Abhinavagupta established a complete 
philosophical theory as the basis of the rasa-theory. For this purpose he 
has given some excellent examples of rasa and dhvani in his 
commentaries, namely, Abhinavabharati and Dhvanyålokalocana, on these 
works. The first of this is a relevant example in the Ramayana 's *Kraufica 
episode’. Yet Abhinavagupta has pointed out one important theory 
regarding the application of rasa. The idea of sorrow i.e. Karuna rasa 
manifested in the verse ‘md nisåda....” It does not apply to sage Valmiki or 
any other particular person. It becomes a kind of sorrow which is 
applicable to the whole of humanity (i.e. the idea of sadhåranikarana). 
Anandavardhana takes another example of  Rasa-dhvani from 
Abhijiianasakuntalam describing the pursuit of the deer by King Dusyanta 
in the Act one ‘grivabhangabhiramam...’ Here Abhinavagupta points out 
that the sentiment of fear (bhayanaka) is not experienced only by the deer 
but it becomes a general sentiment which does not belong to the deer only, 
nor does it belong to anybody else only. Therefore, this may be described 
as a sentiment generalized and universalized. In this process of 
universalisation the sentiment of bhayånaka is taken out from the limited 
situation of the deer and therefore, it belongs to nobody in particular or it 
belongs to everybody facing that situation. Abhinavagupta further states 
that this sentiment of fear becomes more pleasant or relishable (carvana), 
wherein it is suggested artistically by the poet or dramatist. Abhinavagupta 
has also discussed the manner in which the spectator enjoys the play. He 
states that in drama there are a number of sentiments presented by the 
author. When a spectator visits a theatre he completely forgets the 
restriction of place and time, i.e. various circumstances in course of 
witnessing the play. Every person or spectator possesses various kinds of 
impressions he has received. These våsanås or samskåras are invoked. The 
result is that the spectator becomes eligible to enjoy the situations 
belonging to all the rasas. He has the sensitivity to enjoy them on the 
stage. Similarly, Abhinavagupta also states that the actor in the play 
incarnates the sentiments of the play more or less. He is a generalized man. 
When the spectator abandons his particular environs he is able to 
appreciate the play in an objective manner. 


Abhinayagupta’s Contributions. to. Poetics: Abhinavagupta has 
contributed to the rasa-theory, rasa-bhava-theory, sådhåranikarana, 


samyoga, rasa-nispatti, sthayibhava and Indian Aesthetics which are 
discussed in the following pages in detail. 
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Contribution of Abhinavagupta to Rasa-Bhåva-Theory: The 
rasa-bhåva is the central concept in Indian performing arts such as dance, 
drama, cinema and literature etc. Bhåva means *to become”. Bhåva is the 
state of mind while rasa is the aesthetic flavour that results from that 
bhåva. The bhåva themselves carry no meaning in the absence of rasa. 
Thus rasa is basically the forms and manifestations of bhåva in the form of 
multitude of sensations through taste, emotion and delight. In other words 
rasa is the dominant emotional theme that is invoked in the audience. 
When we watch a movie, a sad scene makes us cry that is rasa. The rasa- 
bhåva is what establishes a relationship between the performer and the 
audience. 


The rasa-theory was basically propounded by Bharata in 
Natyasastra. He described eight rasas viz. srngaram (love, attractiveness), 
håsyam (laughter, comedy) raudram (fury, wrath), karunyam (compassion, 
tragedy), bibhatsam (disgust, aversion), bhayanakam (horror, terror), viram 
(heroic mood) and adbhutam (wonder, amazement). 


Contribution of Abhinavagupta to Rasa-theory: Abhinavagupta wrote 
Abhinavabharati, a commentary of Natyasastra of Bharata. For the first 
time he bought a technical definition of rasa. As per him, rasa is the 
universal bliss of the atman coloured by the emotional tone of a drama. 
Abhinavagupta introduced a ninth rasa called såntam which denotes the 
peace or tranquillity. These nine rasas in totality make the concept nava- 
rasa. 


Need for recognition: The versatility of Abhinavagupta was such 
that his works are even today being researched in over fifty countries 
worldwide. For centuries, he was associated largely in the portals of south 
Indian Saivite tantrism. Acarya Abhinavagupta's teachings are such a 
necessity for the contemporary society, but sadly he finds no mention. 


Abhinavagupta's Commentary on Rasa-Theory (Sådhåranikarana): 
Abhinavagupta points out that in the actual aesthetic experience; the mind 
of the spectators is liberated from the obstacles caused by the ego. Thus, 
transported from the realm of the personal and egoistic to that of the 
general and umiveksalugwWeaare scapablefnexpeeneng nirvana or 
blissfulness. In the aesthetic process, we are transported to a trans-personal 
level. This is a process of de-individualization or universalization. The 
Indian Aestheticians consider this process as sadharanikarana. 
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Abhinavagupta's views on Rasa (sthåyibhåvas / samyoga and 
rasanispatti): 'The real discussion of rasa was started by Abhinavagupta in 
his commentary on Bharata's maxim on rasa. The discussion was based on 
two words: samyoga (conjunction) and rasa-nispatti (manifestation of 
rasa). Rasa is based on the psychological theory that our personality is 
constituted of a few primary emotions which lie deep in the subconscious 
or unconscious level of our being. These primary emotions are the 
amorous, the ludicrous, the pathetic, the heroic, the passionate, the fearful, 
the nauseating, and the wondrous. Other aesthetic psychologists have in 
later times, added to them the peaceful or intellectual, the devotional and 
the filial. These emotions are there in all, and so these are called the 
dominant emotions or sthåyrbhåvas. Each emotion in its manifestation 
shows a composition of diverse sentiments which produce the appearance 
of a permanent flame. The flames of diverse sentiments give expression to 
the permanent emotion of love or hate, heroism or anger. No emotion is 
called rasa unless it is aesthetically excited. When a young man falls in 
love with a young woman and his whole frame is shaken, we cannot speak 
of him as being the subject of s7ngåra rasa. When his son is dead and he is 
weeping, we cannot say that he is in the karuna rasa. Rasa is an emotion 
excited by artistic circumstances. 


Factors of Rasavighna (Obstructions to Rasa Experience): 


In Abhinavabharati, Abhinavagupta locates seven factors: 


1) refusal by the spectator or reader to concede the existence of the 
rasa 

ii) his getting overpowered by feelings of pain and pleasure 

iii) engrossment in personal pleasures or afflictions 

iv) absence of the means of perfections 

v) absence of animated perfections 

vi) delineation of non-sentient objects or of vyabhichāris which 
depend upon sthayi 


vii) spectator’s incertitude as to the rasa purposed by the poet 


Abhinavaguptac on. AndianAesthetiess. The. Raegsuiog in the sixth 
adhyaya of Bharata's Natyasastra, viz., Vibhavanubhavavyabhicari- 
samyogådrasanispatti, along with Abhinavagupta’s commentary 
Abhinavabharati on it, has been regarded as the classic exposition of the 
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theory of Indian Aesthetics. In the course of his commentary, and to the 
lesser extent, in the Locana commentary on  Anandavardhana's 
Dhvanyåloka, Abhinavagupta elaborates not only his own and Bharata’s 
views on the theory of rasa or aesthetic joy, but also those of his 
predecessors, viz., Bhatta Lollata, Sankuka, Bhatta Nayaka and the 
Samkhya-writers. In fact, whatever earliest reliable information we gather 
about the views of these theoreticians, is exclusively from the 
Abhinavabharati. 


After clearly expounding in this manner the views of the earlier 
commentators on rasa, Abhinavagupta sets out in exhaustive details of his 
own theory of rasa. At the outset, he declares that his object in giving a 
new interpretation in the matter is not mechanical repetition of what is 
obvious. In fact, he gives full credit to the pioneering work of earlier 
scholars who have prepared a kind of staircase on which the fresh intellect 
can climb high up, and then, untiringly, view the truth or essence of things. 
The first enumeration of a doctrine is like a picture without a prop. But 
once the correct route has been found, even the construction of bridges or 
founding of cities is not surprising. Hence what Abhinavagupta now does 
is improving upon the views of earlier scholars and not demolishing or 
carping at them. People say that the reinforcement of the original doctrine 
follows upon the proper synthesis of earlier views. Thus, Abhinavagupta is 
inspired by the urge to reach the maximum perfection in understanding the 
implications of Bharata’s doctrine, and not by a desire to obliterate or 
obscure the works of earlier commentators. It will be clear in the course of 
his exposition that he has made a very judicious use of whatever grains of 
truth he found in the earlier views. 


In fact, the final truth in the matter of rasa has been enunciated by 
Bharata himself in the seventh adhyåya, while defining the bhåva and 
Abhinavagupta is not expounding anything brand new. There Bharata says 
that the bhåvas make the poetic contents or meaning a matter of 
apprehension and contemplation. Now Abhinavagupta comments that this 
poetic content itself is rasa, after it has been contemplated by the reader or 
spectator. 


To illustiàte howl ¢he póétiemtattérivoricóntertCbé&cómes an object of 
the delightful contemplation of the reader or spectator, Abhinavagupta 
gives an analogy from the science of ritual. The performer of the sacrifice, 
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eligible for, and intent upon it, hears statements pertaining to earlier 
sacrifices, as ‘the gods performed a sacrificial session’ where Prajapati 
offered the marrow into fire etc. Now this simple apprehension on his part, 
which arises in the beginning and which interests him, is soon transformed 
into an additional apprehension, i.e. a desire such as ‘I shall myself 
perform a sacrifice' or I shall offer an oblation etc. In the case of this 
additional apprehension the idea of the past tense is completely discarded 
and the apprehension is known by various names, such as poetic 
inspiration (pratibha), intent desire (bhavana), injuction (vidhi) and activity 
(udyoga), depending on the various province of knowledge. Similar is the 
additional apprehension arising in the case of a competent or qualified 
reader from words in a poem. This competent or qualified reader 
(adhikarin) is defined by Abhinavagupta as one whose heart is illumined 
by the flash of bright and pure inspiration. 


The vivid realization of rasa is nourished or reinforced by the 
dramatic accessories like actors, their speeches, costumes etc. By virtue of 
these accessories, the restricting conditions like space, time, the knower, 
etc., in the real world as well as in poetry, cancel each other and totally 
disappear, paving the way for the generalization or universalization of the 
emotion which considerably increases. Hence, it is that the homogeneity of 
the apprehension of all spectators leads to the highest nourishment or 
heightening of the emotion, all of them possessing minds coloured or 
variegated by beginning less subliminal impressions, and hence their 
harmony. This apprehension of rasa, free from all obstructions, is itself the 
relish or delectation, the camatkåra. Even the physical manifestation of 
that relish, such as tremor, horripilation, the swelling of the body is termed 
as camatkara. 


On the whole, rasa or aesthetic emotion is nothing but the bhåva itself, 
consisting entirely of relish or delectation, and is the object of 
apprehension totally free from obstructions. 


The above elucidation of the apprehension of emotional experience 
given by Abhinavagupta highlights some of the most perceptive of his 
insights into the nature of rasa. At the outset he points out how a poetic or 
dramatic contertiCéotapletelyKeiivetopsitlievmindtaofethelleppreciative reader 
or spectator, and becomes an object of his deep contemplation. This 
apprehension is soon stripped of its peculiar conditions of space and time, 
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and takes on the form of a general, universal apprehension. When such an 
appreciative reader or spectator comes across a good piece of emotional 
delineation, the emotion itself, freed from its limiting adjuncts, takes 
possession of him. He relishes it purely in his own self. The dramatic 
accessories as well as the poetic descriptions help him in this matter, by 
removing the obstacles embodied by the particularity of time and space, 
and by presenting the emotion in a generalized form. Since the mind of all 
spectators possesses a uniform residue of subliminal impressions, all of 
them are capable of experiencing a harmonious apprehension, and this 
harmonious, homogeneous apprehension, itself is camatkåra-delectation 
and ceaseless enjoyment. It is a unique kind of experience, quite unlike any 
worldly experience or apprehension that we can imagine. 


To sum up: Abhinavagupta was a Kashmiri Saiva philosopher, who lived in 
1000 A.D., exactly a millennium ago. He was one of the world's greatest 
philosophers and literary critics, and a mystic and aesthetician par 
excellence. His contribution to Indian philosophy, literature, drama and 
performing art is immense. He is so to South Asia, what Plato and Aristotle 
were to western civilization. That is why he is still studied widely 
throughout the world. Study of rasa in any work cannot be possible 
without studying the Abhinavabharati which is a complex and well-read 
commentary on the Nåtyasåstra of Bharata who is regarded as the father of 
rasa. 


-0- 
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Chapter 4 
Application of Rasa-Theory 


Application of Rasa-siddhanta to John Donne's Poems: 


John Donne is one of the most influential poets of 17" century. His 
poetry can be analysed from the perspective of rasa-theory. The theory of 
rasa is an Indian concept but it cannot be escaped from the pen of any 
writer of any language. Not only the Indian English writers were 
influenced by the rasa-theory but even some of the British writers too were 
influenced by this rasa-theory and John Donne is one of the most 
prominent writers amongst them. 


A. Application of Main Rasas: 


According to Indian poetics, Donne's love poetry can be 
categorised into two major parts under the poems of samyoga-srngara and 
viyoga-Srngåra. Most of his Songs and Sonnets come under the category 
of samyoga srngara, e.g. “The Sunne Rising”, “Loves Growth". And the 
Valediction poems along with the Elegies come under viyoga srngara like 
*A Valediction: of my Name, in the Window”. 


Erotic Sentiment (Sariyoga Srügára or Love in union) in the poem 
«The Extasie”: 


"The Extasie” is one of the best poems of Donne written on the 
theme of srngåra as it contains all the elements of $rngåra-rasa, i.e. causes 
(vibhåvas), consequents (anubhåvas) and the transitory feelings 
(vyabhicaribhavas) as mentioned by Bharata. According to 
Abhinavagupta, srnigåra primarily means love as aesthetically experienced. 
For a person who has immense liking for the aesthetic experience of love is 
spoken of as srngari by those who are capable of having the aesthetic 
experience of 1840. Kavikulguru Kalidas Sanskrit University Ramtek Collection 


Where, like a pillow on a bed, 
A Pregnant banke swel'd up, to rest 
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The violets reclining head, 
Sat we two, one anothers best. (lines 1-4) 


In “The Extasie" the first thing that strikes the reader is the open air 
setting which is the main uddipanavibhåva as it helps to evoke the 
srngara-rasa. The other uddipanavibhavas present in this poem are the 
swelled up bank of a river with violets resting upon it and blooming. As 
the description of nature help in exciting the situation and evoke $rngara- 
rasa they act as the uddipanavibhava. In this poem the persona and his 
beloved who are sitting side by side on the river bank act as the ålambana- 
vibhåva as they are the supporting causes of srngåra-rasa. Each held the 
hands of other affectionately and tightly as if their hands were glued 
together. Each looked into the eyes of the other passionately. AII this acts 
as the anubhåvas or the consequents of srzigara-rasa. 


The first few lines and stanzas of this poem are full of all the 
elements necessary for the evocation of srngåra-rasa. 


Our hands were firmely cimented 

With a fast balme, which thence did spring, 
Our eye-beames twisted, and did thred 

Our eyes, upon one double string; 

So to' entergraft our hands, as yet 

Was all the meanes to make us one, 

And pictures in our eyes to get 

Was all our propagation. (lines 5-12) 


In the set of eight rasas, the srngdra-rasa is treated first, because 
srngara is the most sensitive emotion of universal experience. When the 
lover enjoys the company of his or her mate, their nearness gives them 
excessive pleasure and this only is samyoga-srngara i.e. love in union. In 
"The Extasie", all the features of samyoga srngara are found. Here the 
beloved is the abode of passion, beauty and love. In this poem the 
permanent dominant emotion (sthayibhava) is rati. The lovers (the persona 
and the beloved) are the object or (ålambana-vibhåva) i.e. the supporting 
causes of this sentiment. Beauty of the beloved, company of the beloved, 
bank of the river; VÍOIGU sto Were VEG PE b STO d UKE hearing his/her 
words, playing/dallying with the beloved, fragrance of the violet etc. act as 
the exciting situations (uddipanavibhava). Movement of the eyes and 
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eyebrows, glances, soft and delicate movement of limbs, sweet words and 
similar other things, holding each other's hands tightly and closely act as 
the consequents (anubhåvas) and the transitory feeling (vyabhicåribhåvas) 
are the rashness, indolence and fright experienced by the lovers. And 
through the depiction of vibhåvas, anubhåvas and vyabhicaribhavas, the 
love of the responsive readers is evoked, reinforced, manifested and 
generalised and it culminates in their experience of the syngdra rasa. 


Erotic Sentiment (Sariiyoga-Srigåra or Love in union) in the poem 
*The Sun Rising": 


The theme of the poem *The Sun Rising" is one that has been treated in a 
number of poems and this theme is the self-sufficiency of love but in this 
poem it has been described with a remarkable originality. The poem begins 
with the poet shouting at the sun for disturbing him and his beloved in 
love-making. He says lovers are not bound to accept the seasons that are 
formed on account of the sun's movement. He says Love, which remains 
the same in all circumstances, is free from the effects brought by the 
changes of season or place; hours, days, month etc. which are the 
components of them, have no effect on genuine love. 


Love, all alike, no season knowes, nor clyme, 
Nor houres, dayes, moneths, which are the rags of time. (9-10) 


This is one of Donne's loveliest love-lyrics. In it the lover is so happy and 
contented with his beloved that he chides the rising sun, who is creating a 
nuisance in his love-making. For him his beloved is all treasures of heaven 
and earth. He won't bother for a court, a king for gold and spice, or for 
states, when she is lying in the bed beside him. 


In the second stanza the poet asks the sun why does it (sun) imagines its 
beams all- powerful, when he could blot them out by closing his eyes, 
though he won't do so, because he doesn't want to lose the sight of her 
beloved even for an instant. He says to the sun that when next time it 
would go on a round of the earth, it will find that both the East Indies (i.e. 
famous for spices) and the West Indies (i.e. famous for gold) are not where 
they were before. but. heng.withitheapegtowhile, allthe-lings of the earth are 
here in bed- for she is the world and the poet is its ruler. He says he himself 
and his beloved are the only true reality. He says to the sun that your duty 
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is to warm the world; and it can be done by simply warming us, since we 
are the whole world. 


Thy beames, so reverend, and strong 

Why shouldst thou thinke? 

I could eclipse and cloud them with a winke, 

But that I would not lose her sight so long: 

If her eyes have not blinded thine, 

Looke, and to morrow late, tell mee, 

Whether both the’ India's of spice and Myne 

Be where thou leftst them, or lie here with mee. 

Aske for those Kings whom thou saw'st yesterday, 
And thou shalt heare, All here in one bed lay. (11-20) 


The third and the last stanza is a subtle, highly striking elaboration of 
passion and love. It establishes that in the world only two people exist, 
they are the poet and his sweetheart. Every other prince or kingdom is 
merely an imitation. He says to him, she is the essence of all the kingdoms 
together. And to her, he is the substance of all the prices in the world. To 
each other by love, they make up a universe. There is, for them, nothing 
outside it. He is the lone prince of that universe of love. All the princes of 
the world are only his images, reflections. His sweetheart is a glorious 
kingdom. Compared to her, even a most estimable kingdom is an imitation; 
all wealth is as worthless as yellow brass. He and she make up a world in 
their bedroom. The duty of the sun is to warm, and revolve round the 
world. It will be fully discharging its duty, if it shines only over them and 
moves round their bedroom. This bedroom is your centre. And the space 
around its walls is its orbit along which the sun should move around the 
world. 


She'is all States, and all Princes, I, 

Nothing else is. 

Princes doe but play us; compar'd to this, 

All honor's mimique; All wealth alchimie. 

Thou sunne art halfe as happy” as wee, 

In that the world's contracted thus; 

Thine agé asked VAN GRU See diy düties geen 
To warme the world, that's done in warming us. 
Shine here to us, and thou art every where; 
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This bed thy center is, these walls, thy spheare. (21-30) 

In this poem the persona and his beloved are the supporting causes 
(ålambana-vibhåvas) being subject (åsrayålambana) and object 
(visayalambana) to inspire love in each other respectively. The young age, 
beauty, imposing appearance etc. act as the excitants (uddipanavibhava). 
The consequents (anubhåvas) of their love have not been painted vividly 
but it may be the love for each other. The transitory feelings 
(vyabhicåribhåva) of eagerness (autsukya), languor (glåni), attachment 
(moha) and exhaustion (srama) are present in this poem. 


Erotic Sentiment (Sariyoga Srügára or Love in union) in the poem 
*Loves Growth": 


The poem entitled “Loves Growth” is a love lyric by John Donne. 
It is addressed to his beloved wife Anne More. The occasion of the poem 
seems to be a day of spring after Donne's marriage to Anne. The poet's 
love for his beloved has been intensified by the spring season which means 
that his love is subject to change and hence decays. He gets worried that if 
his love can gain intensity from the spring; it may also lose its intensity and 
may die when the spring or youth is gone. But soon he finds that his 
thought is baseless. *Loves Growth "is an admirable lyric and in this lyric 
Donne examines the true nature of love. The poet analyses the various 
aspects and ingredients of love. He comes to the conclusion that love is 
dynamic, not static. It does not grow luxuriantly like the grass. But its 
circumference widens like the ripples of water. It becomes more eminent 
and conspicuous, rather greater. It may gain intensity as result of mutual 
understanding and confidence. But this intensity of tempo cannot be 
measured by any yardstick. Moreover the expression of love through 
‘gentle love deeds’ is like the fruits of love tree. Above all, the experience 
of love is unique. Only the lovers know its taste and relish. 


In the second stanza he is completely full of love. He becomes 
aware of the true nature of love. He is no more in doubt. And in explaining 
the true nature of love the poet takes help of various comparisons and 
contrasts. First of all he compares love with the stirring circles of water 
which go on increasing till they reach the shore. In the same way love of 
the poet goes oficifidtedisinm Hilith Gabest iviormierisnof thecdtove are acquired. 
Then he compares love with the stars in the sky. Just as stars do not grow 
in size, but they become merely visible by the light of the sun reflected 
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upon them. So is the love of the poet which is felt intensively during the 
spring season. The poet says that love does not increase in the season of 
spring rather it is felt intensely in the spring season. The persona says with 
the advent of spring, his love has become more manifested and 
conspicuous. Then he says in spring season new buds burst in the tree of 
love, meaning just as blossoms appear out of the saplings in spring, gentle 
acts of love come out of the roots of love in the spring season. Further he 
compares love with the sphere. Just as spheres move round the earth and 
carry the heavens with them, so the poet's love is cantered round his 
beloved. 


The persona says that spring is a new zeal to his love just as kings 
during war times levy new taxes. With the return of peace, kings do not 
remit the taxes which they imposed in war-time. In the similar manner, the 
joys of love which were enlarged in the spring season will not be decreased 
in the winter season. 


And yet no greater, but more eminent, 

Love by the spring is growne; 

As, in the firmament, 

Starres by the Sunne are not inlarg'd, but showne. 
Gentle love deeds, as blossomes on a bough, 

From loves awakened root do bud out now. (15-20) 
If, as in water stir'd more circles bee 

Produc'd by one, love such additions take, 

Those like so many spheares, but one heaven make, 
For, they are all concentrique unto thee; 

And though each spring doe adde to love new heate, 
As princes doe in times of action get 

New taxes, and remit them not in peace, 

No winter shall abate the springs encrease. (21-28) 
So one can see the poet's feeling is that of intense emotion of love. 


It is genuine and sincere. There is no artificiality about it. The tone 
of the poem is reflective. It contains the poet's philosophy of love. The 
poet's experience of love have given him a practical and dynamic view of 
love namely thátinkKspktézof ieédscinakfluctuwationstinCthietmanifestations of 
love, love grows quantitatively and is not subject to decay and death. 
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Here we see the fine example of love in union (sam yoga Srhgåra) 
between the poet and his beloved. The expression of the poet suggests his 
love (rati) for his beloved who is the object (visayalambana) for her love. 
The excitant (uddipanavibhåva) of their love is the spring season and the 
beauty of the beloved. The spring season increases the amount of passion 
of their love. His thought that his beloved is the main source of their love is 
the only consequent (anubhåvas) which suggests the intensity of his love. 
The transitory feelings (vyabhicaribhavas) associated with this rasa are 
recollection (smrti), joy (harsa), bashfulness, infatuation, gladness etc. 


Erotic Sentiment: Love in separation (Vipralambha / Viyoga 
Srigåra) in the poem “A Valediction: of Weeping”: 


This poem starts with the determination of the persona to go 
abroad. This separation gives birth to viyoga and that is why both the 
lovers who are the objects or ålambana weep and sigh as they experience 
the pain because of the rati present in them which is the sthåyrbhåva. The 
poem reveals the intensity of emotions and passions of the lovers caused 
by the separation of the persona from his beloved. The poem is an 
expression of intense misery which is caused by the parting. 


Let me power forth 

My teares before thy face, whil'st I stay here, (lines 1-2) 

Fruits of much griefe they are, emblems of more, 

When a teare falls, that thou falst which it bore, 

So thou and I are nothing then, when on a divers shore. (lines 7-9) 


The words spoken by the lovers under these painful circumstances 
are broken and abrupted due to the viyoga.The persona asks his beloved 
not to mourn and shed tears which act as the anubhava, at the time of his 
departure as this is just a temporary separation and lamenting will only 
disturb the peace of mind of both of them staying at different places. The 
persona explains his beloved that lamenting and sighing will only increase 
their sorrow and frustration. 


So doth each teare, 

Which theo doth.weakeundas Sanskrit University Ramtek Collection 

A globe, yea world by that impression grow, 

Till thy teares mixt with mine doe overflow 

This world, by waters sent from thee, my heaven dissolved so. 
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(lines15-19) 


The persona compares the tears to a globe and the tears shed by his 
wife will overflow the world. His tears combined with hers, will cause a 
deluge and much unhappiness. The persona says and feels that weeping at 
the time of separation is natural, but it has to be reduced to the minimum 
because it will destroy the peace of mind of both of them. 


According to the Natyasastra of Bharata, when the lovers are 
separated from each other, they become worried and long for each other. 
This intense longing to meet each other becomes more acute in viyoga. In 
this poem the dominant emotion (sthayibhava) is love (rati). Lovers are the 
objects (alambana) of this sentiment. Memories of the beloved, their past 
activities play the role of exciting situations (uddipana-vibhåvas). The 
vyabhicaribhavas present in this poem are indifference, languor, fear, 
jealousy (irsya), fatigue, anxiety, yearning, drowsiness, awakening, illness, 
insanity, epilepsy, inactivity, death and other condition, detachment, tears, 
anxiety, jealousy, doubt, fatigue, brooding, drowsiness, fits, feelings of 
discouragement (nirveda), apprehension (sanka), envy (astiyå), depression 
(dainya) and impatience (autsukya). 


Erotic Sentiment: Love in separation (Vipralambha / Viyoga- 
Srngdara) in the poem “A Valediction: of my Name, in the Window”: 


The present poem is one of those four or five poems whose general title is 
A Valediction. Some of them are “A Valediction: Forbidding Mourning”, 
^A Valediction: of Weeping’, “A  Valediction: of the Booke”. 
'Valediction means a farewell. So all the above poems including “A 
Valediction: of my Name in the Window” are farewell poems. In other 
words, these poems were composed by the poet when he was about to go 
abroad. 


The present poem is also a farewell poem. In the last stanza of the poem, 
the poet says that ‘dying men talk often so’. We can therefore infer that the 
present poem was composed when Donne was going on a military 
expedition, so there was danger to his life. So, being a poet, Donne 


composed Valedictignpogmsdodid farewell NS AUNE» 


The poet is full of love for his beloved. He is also much too unhappy with 
the thought that he is going away from her, probably forever because he is 
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going on a dangerous military expedition and it is possible that he may die 
there. So with a heavy heart laden with love and sorrow he engraves, with 
his diamond ring his name in the mirror hanging on the window-pane in 
his mistress's bedroom. She too stands beside him and is also sad. She also 
tells him not to forget her abroad. Her tears excite an emotion of deeper 
grief in him. Pointing to his engraved name, he tells her that it is as firm 
(faithful) to the glass as he is to her. He adds that his faithlessness to her 
has been as inelastic as his diamond-ring with which he has cut his name 
into the mirror. And he has been constant to her ever since her beauty 
worked magic on him. 


My name engrav'd herein, 

Doth contribute my firmnesse to this glasse, 
Which, ever since that charme, hath beene 
As hard, as that which grav'd it, was; (1-4) 


The poetic feeling present in the poem is genuine and sincere. 
There is no artificiality about it. It is intense and replete with love, sorrow, 
fears and jealousy in the end. And these are the qualities which act as the 
consequent (anubhåvas) of love in separation (viyoga srngdra rasa). 
Bharata says that when lovers are separated from each other and there is a 
chance of meeting again then they are filled with the fear of losing their 
beloved due to death and they are also jealous that in their absence their 
beloved would act unfaithfully. Same kind of fear is felt by the poet in this 
poem. It is generally seen that nobody wants to lose the thing that is most 
loved by him or her and one is always surrounded by the fear of losing it. 
The poet says that his incised name can keep him alive in her mind. It can 
stimulate in her so great love that she can laugh at the diamond necklace 
which a new lover may present her, in order to seduce her. 


Thine eye will give it price enough, to mock 
The diamonds of either rock. (5-6) 


Besides, the engraved name has a magical effect in it. As soon as she looks 
at it, she will have a mental picture of the poet in her mind. If it fails to 
excite her imagifationikdthåtestentkrshoishönkdnlssklupon it as his dead 
head or decayed skeleton. It will then strike her with the thought that he is 
dead. So she will be filled with sorrow and her memory will call up a clear 
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mental image of the poet. She should perceive him with her mind's eyes in 
that manner till he returns. 


Or if too hard and deepe 

This learning be, for a scratch'd name to teach, 

It, as a given deaths head keepe, 

Lovers mortalitie to preach, 

Or thinke this ragged bony name to bee 

My ruinous Anatomie. (19-24) 
Then the poet says if a new lover succeeds in melting her heart, and she 
carelessly opens the window to look at him; the poet's engraved name, 
together with the mirror, will tremble with the shock. She should then think 
of the poet's name and his love. 


When thy inconsiderate hand 

Flings ope this casement, with my trembling name, 
To looke on one, whose wit or land, 

New battry to thy heart may frame, 

Then thinke this name alive, and that thou thus 

In it offendst my Genius. (43-48) 


The poet then wishes his name to come between his mistress and her lover, 
in case she becomes a victim of the latter's charms by the provoking of her 
maid. He also wishes that the magic of his engraved name should flow into 
her fancy when she is about to write a love-letter to the new lover. The 
magic of his name should also make her write to the poet unawares. 


And thou begin'st to thaw towards him, for this, 
May my name step in, and hide his. (53-55) 
And if this treason goe 

To an overt act, and that thou write againe; 

In superscribing, the name flow 

Into thy fancy, from the pane. 

So, in forgetting thou remembrest right, 

And unaware to mee shalt write. (55-60) 


CC-0. Kavikulguru Kalidas Sanskrit University Ramtek Collection 
In the last stanza of the poem the poet has overcome his fear of jealousy 


and he says that love between him and his beloved is firm and substantial. 
It has no need of his engraved name and the mirror to keep it up. Even the 
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death of any one of the two cannot make the other unfaithful. So whatever 
he has said about her imagined inconstancy is an idle talk. He has 
murmured it in the sleep of death which awaits him in the expedition. So 
his beloved should forgive him for his indiscreet remarks. For dying men 
often talk like that. 


But glasse and lines must bee, 

No meanes our firme substantiall love to keepe; 
Neere death inflicts this lethargie, 

And this I murmure in my sleepe; 

Impute this idle talke, to that I goe, 

For dying men talke often so. (61-66) 


Here in this stanza we can see the use of love in union (samyoga-srngara) 
as the poet has firm believe on the love of her beloved and he is requesting 
her beloved to forgive him. But we can see that it is not at all the fault of 
the poet. A man who is in extreme love with someone is always fearful of 
losing his beloved and so he gets jealous. 


When lovers are separated from each other, they become worried and long 
for each other. This intense longing to meet each other becomes more 
acute in separation. Here we see fine example of love in separation (viyoga 
srngara) of the couple. The expression of the poet suggests his love (rati) 
for the beloved who is the object (ålambana). The excitant (uddipana- 
vibhåva) of his love is the pathetic condition of the beloved and the poet 
both. The consequents (anubhavas) present in the poem are indifference, 
fear, jealousy, anxiety, languor, yearning, drowsiness, dreaming, sleep, 
journey (pravåsa), inactivity, fainting and death like condition. The 
transitory feelings (vyabhicaribhavas) of detachment, tears, awakening, 
dream, doubt, feelings of discouragement (nirveda), apprehension (sanka), 
envy (asüya), depression (dainya) and impatience (autsukya) etc. occur on 
the pang of separation in love (vivoga $rngåra). Critics have said that in 
love in separation (viyoga srngdra) these five characteristics are present 
abhilåsa, viraha, irsya, pravåsa and såpa. And we can see that Donne has 
used three of them in this poem. They are viraha (separation), irsyå 
(jealousy) and Piav&saikjourkekds Sanskrit University Ramtek Collection 


Though this poem depicts both the states of erotic sentiment (srngdra- 
rasa) viz. love in union (samyoga-srngara) and love in separation (viyoga 
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srngara). Yet it basically presents the love in separation (viyoga srngara) 
in maximum. Only in the last stanza one can find love in union (samyoga- 
srngara). So in whole this poem can be kept under the love in separation 
(viyoga $rngara rasa). 


Pathetic Sentiment or the Sentiment of Pathos (Karuna-rasa) in 
the poem *A Nocturnall upon St. Lucies day, being the shortest day”: 


Karuna-rasa is used in many poems of Donne. Some of them are 
“Twicknam Garden”, “The Flea", “The Broken Heart”, “The Expiration", 
*A Feaver” and *A Nocturnall upon St. Lucies day, being the shortest day” 
but here only *A Nocturnall upon St. Lucies day, being the shortest day” 
will be dealt as it is a very mournful poem full of the elements of karuna- 
rasa. The poem is full of the mood of melancholy, mournfulness and soka 
which is the sthåyibhåva and which the persona tends to express. In the 
second and third stanzas the emotion of karuna is more fully and 
specifically characterized. The persona who is the subject i.e. the 
asrayalambana lays continued stress on his feeling of soka. In the third 
stanza there is a long and detailed description of various situations in 
which he and his beloved had to be, with their tears they called forth the 
great flood which drowned them. In the fourth stanza he describes the 
uddipana-vibhava that brought him to this condition that is the death of his 
beloved who is the object i.e. the visayalambana. Here the persona 
expresses soka on the death of his beloved. The death of the beloved has 
drowned the persona in soka. In the stanza below he describes the view of 
nature around him. According to him, nature too is in the condition of 
soka. He notices the reflection of his own soka even in nature. According 
to the persona, earth has swallowed his beloved's life and the sorrow born 
of her death has paralysed his body, mind and soul. So he sits there as the 
still tombstone on nature's grave. The soka born of his love's death has 
emptied his heart of all kinds of feelings and has filled it with the essence 
of nothingness, dull privations, and utter loneliness act as the anubhavas 
here. The sun has gone towards the tropic of capricorn. So it may give 
fresh light and heat to the lovers in the coming spring. But the persona's 
sun, his own beloved, has set and will never rise again. So his gloom is 


life-long and all these act as the uddipana-vibhava. 
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The worlds whole sap is sunke: 
The generall balme th'hydroptique earth hath drunk, 
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Whither, as to the beds-feet, life is shrunke, 
Dead and enterr'd; yet all these seeme to laugh, 
Compar'd with mee, who am their Epitaph. (lines 5-9) 


Here the persona says that he is dead in every respect. The 
sorrowful effect of love, first, extracted the pure essence from the unhappy 
memories of his past happy life, the sense of utter loneliness and non- 
existence. 


For I am every dead thing, 

In whom love wrought new Alchimie. 

For his art did expresse 

A quintessence even from nothingnesse, 

From dull privations, and leane emptinesse; 

He ruin'd mee, and I am re-begot 

Of absence, darknesse, death; things which are not. (lines 12-18) 


Then he says that often he and his beloved would weep a flood of 
tears, which sank the whole of our love-world. 


Oft a flood 
Have wee two wept, and so 
Drownd the whole world, us two; (22-24) 


It is an expression of intense soka. The atmosphere of the poem is 
full of karuna rasa i.e. sad and sulky. Everywhere it is dead and desolate. 
To the bereaved persona all nature seems to be dead, the earth is dropsical 
and the world's whole sap is sunk. The stars, the sun and the earth are 
happier than he. He is the most desolate of all creatures in a world of 
general decay and death. His condition is that of absolute nothingness. The 
persona remembers how he used to be happy when his beloved was alive. 
The time is evening when the sun is dying out, and the stars are coming out 
in sky with a weak flickering light. Thus, the nature corresponds with the 
emotional state of the persona. Words like nothingness, none, dead, 
hydropathic, interred, epitaph etc. help to create a proper atmosphere of 
death and despair. For the persona who has lost his wife, the whole world 
is bleak, shadoWy? Korint "rere Se The PRE SAU Ur ÅYture correspond 
with the sadness of the persona. The persona feels that he is worse than a 
dead man. He is dead and is in a state of nothingness, love ruined him, 
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reduced his life to a void, darkness and death. His condition is a condition 
of absolute nothingness and complete emptiness - different from ordinary 
nothingness which implies merely the absence of something. His beloved, 
his sun will never live again and so there will be no end to the nothingness 
which has overtaken him. 


Karuna rasa is the leading rasa in this poem. The dominant 
emotion of soka of the persona is evoked, intensified, manifested and 
nourished by their vibhavas, anubhåvas and vyabhicåribhåvas poetically 
depicted, raises the readers of this poem to such an emotional pitch that 
their individualities are submerged for the time being. Their dominant 
emotion of soka is enkindled, intensified, nourished and generalised. They 
experience the depth of the karuna-rasa when they identify themselves 
with the emotion of the persona and feel themselves sharing the pain of the 
sufferers. In this poem soka is the permanent dominant emotion 
(sthayibhava). The expression of the persona clearly indicates that he is 
suffering from the deep distress for his beloved. Thus the beloved and her 
loss, due to her death is the object (ålambana) i.e. the supporting cause. 
The beloved is the visayalambana to evoke or arouse the dominant 
emotion of soka in the heart of the persona, who is the subject i.e. 
(asrayalambana). Darkness, thirsty earth, loss of fragrance of nature, 
unhappy memories of the past, sense of utter loneliness, non-existence, 
gloom, death, the sufferings, pains and disappointments of the persona due 
to untimely death of his beloved, her innocence, her memories, recollection 
of the past incident, memory of his beloved are the excitants (uddipana- 
vibhåva). Grumbling, crying, shedding tears, sighing, moaning, 
recollections of good old days passed in his lover’s company, frustration, 
hopelessness, nothingness, pangs of separation, looking pale (vaivarnya), 
faltering of the voice, bemoaning her fate, pitying over the sudden death, 
lamentation, wish for death, cursing his fate, paralysis (stambha), 
depression of spirit, remembering her etc. are the (anubhåva) consequents. 
Attachment (moha), remembrance (smrti) dismay (visada), anxiety 
(cinta), internal weakness or languor (glåni), depression (dainya), 
indifference (nirveda), fright (tråsa), apprehension (sanka) are the 
vyabhicaribhavas present here. 


The senfirfekt OF patitas ra Ny Ras Beek sreatly heightened 
in the first two stanzas of the poem through the depiction of vibhåvas, 
anubhavas and vyabhicåribhåvas of the characters. Even the nature cannot 
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help weeping that day. Reader's dominant emotion of karuna is wrought 
again and again when they establish an emotional rapport with the 
characters, suffer with them and experience the depth of karuna-rasa. All 
these components of pathos help the readers to relish the karuna-rasa. 
These components combine to evoke, intensify, feed and generalise the 
dominant emotion of grief in the hearts of the readers who feel an 
emotional harmony with the experience of the poet, and relish the 
consummation of karuna-rasa. 


Pathetic Sentiment or the Sentiment of Pathos (Karuna-rasa) in 
the poem *Twicknam Garden": 


Suffering from a surfeit of sighs and tears, the sighs that have 
broken him and the tears which appear to surround him, the poet has come 
to the garden to look for the spring. The poet's love was not returned and 
hence arises the suffering and despair of the poet. The poet begins by a 
reference to his suffering caused by his frustration in love. He has come 
into the garden to enjoy the beauty of the spring, but even here he 
continues to suffer from deep anguish. His sighs destroy him, and he shed 
tears in such profusion that he seems to be enveloped in them. The beauty 
of nature, her beautiful objects, scenes and sounds fail to soothe and 
console him. They do not act as a balm to his wounded heart, to the 
injuries caused to him by his failure in love. But the poet does not blame 
his beloved; he blames only himself. If nature fails to give solace to him, 
the fault lies with him, for he has brought with him the spider of love, 
which transforms even the beautiful and the sweet, into the poisonous and 
bitter. He has also brought with him the serpent of jealousy which stings 
him and so mars his enjoyment of the spring time beauty of the garden. 


In a bitter cynical mood, the poet says that it would be far better for 
him if winter were to come suddenly and destroy the garden, or if the frost 
were to kill the flowers which seem to mock at its grief. The poet does not 
want to suffer the insult and the mockery of the trees, nor does he want to 
go away from the garden. Therefore he prays the God of love to transform 
him into some senseless object, like the other objects of nature. Let him be 
a mandrake, a tree i.e. half human and half-plant, so that he may continue 
to live there and@tdaniuke tKelitmdadkakeni@ritetahisnCotetransformed into a 
stone fountain, so that he may pass the rest of his life weeping there. 
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This lyric is full of highly condensed feelings of sadness. The poet 
is obviously in a mood of mourning. It is remarkable that the lady to whom 
the poem is addressed was never in love with Donne. The poet probably 
mistook her friendly regard for him for love. Her truth of not loving him 
kills him, because he is deeply involved in her charm and personality. 


The most distinguishing feature of the poem is the atmosphere of 
sombre desolation that pervades it. This cold, bleak and cheerless 
atmosphere is in perfect harmony with the anguish of the poet. The poem is 
steeped in grim and overwhelming despair. The poet strikes a piercing note 
of sadness with the very first line: 


Blasted with sighs, and surrounded with teares 
Hither I come to seeke the spring, 

And at mine eyes, and at mine eares, 

Receive such balmes, as else cure every thing; (1-4) 


Blasted with sighs, and surrounded with tears, the well-defined and 
concrete images drive utter despair and incurable pain of a love lorn heart. 
For example, the cold hardness of a ‘stone fountain weeping out my tears” 
and ‘crystal phials' leave on the mind an unforgettable impression of 
poignant sorrow. The frigid expressions of tears give a unifying effect to 
the poem. The poet refers to tears in all the 3 stanzas. This poem is one of 
the greatest expressions in literature of poignant sorrow and piercing 
sadness. 


Heaving sighs and shedding tears he comes to Twicknam garden in order 
that the beautiful sights and sounds around him, might ease with anguish. 
But no, he finds that his bleak and desolate mood does not yield to the 
soothing influence of the atmosphere. On the contrary, the trees seemed to 
be laughing and mocking him to his face. 


”Twere wholsomer for mee, that winter did 

Benight the glory of this place, 

And that a grave frost did forbid 

These trees to laugh, and mocke mee to my face; 
But thatdomax not thig.diseracei: University Ramtek Collection 
Indure, nor yet leave loving, Love let mee 

Some senselesse peece of this place bee; 

Make me a mandrake, so I may groane here, 
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Or a stone fountaine weeping out my yeare. (10-18) 


This poem was addressed to the Countess Lucy of Bedford, a 
cultured and accomplished lady of 17" century. She entertained a friendly 
affection for Donne the poet, which could hardly be given the name of 
love. The poet, a sad and forlorn lover, finds himself in a mood of 
dejection. Even nature fails to soothe his tormented soul. It is a song of 
sorrow pervaded by nothing except the bleakness of despair. It expresses 
the anguish of a lover's heart who has fallen a prey to sorrow and who 
cannot drown it even in nature. This poem has a sombre atmosphere and 
intensity of grief. It is a passionate outburst of sorrow expressing yearnings 
of unfulfilled love. The lady to whom it is addressed was never in love 
with Donne. It is possible that Donne misconstrued her friendly regard for 
him. 


In this poem grief is the permanent dominant emotion 
(sthayibhava). 'The poet's love was not returned and this generates despair 
and frustration in him which acts as the excitant (uddipana-vibhava). The 
memory of the absent person or the sufferings, pains and disappointment of 
subject are also regarded as the excitants. The denial of the beloved to 
make love is the main excitant. The beloved and her denial are the object 
(alambana). The poet himself is the subject (asrayalambana). The 
consequents (anubhåvas) are shedding tears, lamentations, sighing, 
grumbling, sobbing, shedding tears and the transitory feelings 
(vyabhicåribhåvas) associated here are indifference, languor, anxiety, 
impatience, agitation, delusion, exhaustion, illness, insanity, epilepsy, fear, 
attachment (moha), rememberance (smrti), dismay (visdda), anxiety 
(cinta), internal weakness (glåni), indolence, death like condition, 
yearning, delusion, fainting, sadness and depression (dainya) etc. 


Pathetic Sentiment or the Sentiment of Pathos (Karuna-rasa) in 
the poem “The Flea” 


“The Flea” is a well-known poem of Donne. The flea had sucked 
the blood of the poet’s beloved and then it sucked the blood of the poet. So 
in the flea’s body their blood drops have got mixed. The poet says to her 
beloved that shecshöulduadniuithotatket SuokirgRotidyGolbtoad by the flea is 
neither a sin nor shame nor loss of virgin hood. But the poet’s beloved 
smiles and tries to kill the flea. Noticing that his beloved wants to kill the 
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flea, the poet requests and prays her to stop her hand and spare the flea's 
life. For in sparing its life, she will be sparing three lives the flea's, the 
poet's and her own as the blood of each, which is present in its body, 
stands for the life of each. Further, inside its body, he and she are almost, 
or rather more than married. The flea is the symbol of their physical love 
as well as spirituality. It is first their marriage bed and their marriage 
temple. The poet says to her beloved that although her habitual cruelty 
makes her apt to kill the flea, she should not add to her crime the offences 
of murdering herself and destroying a temple. For the killing of the flea 
implies the killing of three beings — the flea, the poet, and his beloved. 
Since each killing is a sin, the murder of the flea will amount to the 
commission of three sins. 


Oh stay, three lives in one flea spare, 
Where wee almost, yea more than maryed are, 
This flea is you and I, and this 
Our mariage bed, and mariage temple is; (10-13) 
Though use make you apt to kill mee, 

Let not to that, selfe murder added bee, 


And sacrilege, three sins in killing three. (16-18) 


In this poem in the beginning of the third stanza the mistress has 
killed the flea and purpled her nail with the blood of innocence. After so 
many prayers and requests of the poet also the beloved acted so cruelly and 
rashly and killed the innocent flea which is a very pathetic situation. The 
poet asks what the guilt of the flea was. It was merely that it had sucked a 
drop of blood from his body and one drop of blood from her body. 


Cruell and sodaine, hast thou since 
Purpled thy. Harlleamulsködd sofskririocenee Ramtek Collection 
Wherein could this flea guilty bee, 
Except in that drop which it suckt from thee? (19-22) 
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It is a very pathetic poem, full of pathos as after so much stopping 
of the poet also the beloved kills the flea which is an innocent creature. 
The flea has only sucked the blood of the beloved but the beloved feels so 
annoyed that she jumps forward; to kill the flea. The poet asks her not to 
kill it, since in doing so she will kill both herself and him as well: ‘three 
sinnes in killing three'. But the beloved kills the flea in her fury and makes 
her nail purpled in blood of innocence. 


Here the ingredients of the sentiment of pathos (karuna-rasa) run 
thus- The beloved herself is the object (visayalambana) to arouse the 
emotion of grief (soka) in the heart of the poet who is its subject 
(asrayalambana). The killing of the flea which is an innocent creature is 
the excitant (uddipana-vibhava) and intensifies poet's emotion of grief. 
Looking pale (vaivarnya) and the tears (asru) are the various consequents 
(anubhåvas) of the poet's dominant emotion of grief, which is nourished 
by the transitory feelings (vyabhicaribhavas) of anxiety (cinta), depression 
(dainya), languor (glåni), fright (tråsa), indifference (nirveda), 
apprehension (soka) etc. All these constituents of rasa experience combine 
to develop the dominant emotion of grief (soka) in the poet. 


Pathetic Sentiment or the Sentiment of Pathos (Karuna-rasa) in 
the poem *The Broken Heart": 


The speaker of the poem i.e. the persona has a broken heart. A 
broken heart is an overwhelming grief. In a single blow, his beloved 
shattered his heart. Now like a broken mirror, the many pieces of the heart 
can reflect minor feelings such as adoration, but his breast ‘can love no 
more”. 


The persona begins with the strong statement that anyone who 
disagrees with his argument about love is stark mad. The persona, claims 
that anyone who has been in love even for an hour cannot help but notice 
how much more quickly love can turn to pain and loss. The persona's heart 
burned for a whole year while his beloved's attention burned away in 
merely a moment. In this stanza the pathetic condition of the poet is shown 


who was truly i. Jovgimith bisaheloxedohut.hisheloxeduwas so cruel that 
she even did not noticed the persona's love. 


He is starke mad, who ever says, 
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That he hath beene in love an houre, 

Yet not that love so soone decayes, 

But that it can tenne in lesse space devour, 
Who will beleeve mee, if I sweare 

That I had the plague a yeare? 

Who would not laugh at mee, if I should say, 
I saw a flaske of powder burne a day? (1-8) 


In the second stanza the persona compares love to ‘other griefs’ and 
says that longing for love is very painful. He says other griefs allow other 
sorrows to co-exist within the sufferer but love does not allow. Other griefs 
are figured as happening to people- they come to us through the course of 
living- whereas love draws us to itself. Then the poet says that love is a 
devouring monster that swallows us and never chews. Love is a war like 
destroyer, like cannonballs connected by a chain that kill entire rows of 
enemy soldiers, or we can say love is a big fish that swallows massive 
number of small fry fish. Here the poet describes the griefs that are caused 
to him due to loving. So he shows us the exact face of love. 


Ah, what a trifle is a heart, 

If once into loves hands it come! 

All other griefes allow a part 

To other griefes, and aske themselves but some; 
They come to us, but as Love draws, 

Hee swallows us, and never chawes: 

By him, as by chain'd shot, whole rankes doe dye, 
He is the tyran Pike, our hearts the Frye. (9-16) 


In this stanza the persona criticizes the beloved who is very cruel as 
she did not thought about the poet even once and she shattered the heart of 
the persona by rejecting his love and making him suffer the grief of broken 
heart. She did not show any mercy or pity on him and left him in that 
pathetic condition all alone. 


In this stanza the persona addresses his beloved who broke his 
heart. He describes walking into the room of the beloved and seeing her 
and he fell in 1608 With" fer si PASE TEE BUK TU WAS Unt"'Sided love. The 
persona lost his heart, but not because it was taken up by the beloved. The 
beloved if wanted could have shown some pity on the persona by loving 
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him, but instead she shattered it in a single blow, demonstrating that she 
did not love him in return. 


If" twere not so, what did become 

Of my heart, when I first saw thee? 

I brought a heart into the roome, 

But from the roome, I carried none with mee: 
If it had gone to thee, I know 

Mine would have taught thine heart to show 
More pitty unto mee: but Love, alas, 

At one first blow did shiver it as glasse. (17-24) 


In the last stanza the poet says that he is still in grief though the 
beloved rejected him long years back but he has not able to overcome that 
situation. He is still in that pathetic situation. He says that the broken 
pieces of his heart have not disappeared rather they are still present in his 
heart and are hurting him every now and then but he cannot help it as he is 
not able to forget his first love. The fragments of his heart are like a broken 
mirror, reflecting a "hundred lesser faces”, as though he still has feelings 
for his beloved. Yet, his heart can only feel lesser emotions now that it is in 
pieces. He says his heart can now like, wish and adore but it can love no 
more. His heart has become irreparably damaged *after one such love”, 
scaring him for life and leaving his feelings in rags, diminishing his 
capacity to ever love again. 


Yet nothing can to nothing fall, 

Nor any place be empty quite, 

Therefore I thinke my breast hath all 

Those peeces still, though they be not unite; 

And now as broken glasses show 

A hundred lesser faces, so 

My ragges of heart can like, wish, and adore, 

But after one such love, can love no more. (lines 25-32) 


The sentiment of pathos touches its highest pitch in this poem. The 
rejection of the beloved is the supporting cause (alambana vibhåva) being 
the object (vis ilam aT to evoRe the donant emotioh of grief in the 
poet's heart, i.e. the subject (asrayalambana). It has thrown him into a 
mood of inexpressible sadness and profound gloom. The ultimate cruelty 
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by rejecting his true love is the exciting situation (uddipana-vibhava), 
which intensify the dominant emotion of grief of the poet. The poet is 
reflective, speculative and is of generalising nature. Depressions of spirits, 
loss of faith in life and love, disillusionment, frustration and being 
imperfect in mind are the various consequents (anubhåvas) of the 
dominant emotion of grief of the persona. The transitory feelings 
(vyabhicaribhavas) of anxiety (cinta), depression (dainya), dismay 
(visåda) etc. nourish it and present beautiful instance of the sentiment of 
pathos (karuna-rasa). There is tremendous explosion of emotion in the 
mind of the poet which he fails to control. The dominant emotion of grief 
of the persona aroused, intensified, manifested and nourished by the 
constituents of rasa experience attains the highest pitch of the sentiment of 
pathos (karuna-rasa). It overwhelms the hearts of the readers and evokes 
similar emotions as response in them when they are in time with the same 
mood of the persona. 


Pathetic Sentiment or the Sentiment of Pathos (Karuna-rasa) in 
the poem *The Expiration": 


In this poem the poet asks the beloved to part and thus die, for 
parting to lovers is death. But it seems that the world has intervened 
between the two lovers, and hence they should await none to order them to 
part. It seems that the poem was composed under a threat of the world to 
break his relations with his mistress; his love was not vouchsafed by his 
surroundings. The lovers must part. They should not wait for someone to 
come and part them. They did not begin loving each other by permission 
from someone, nor need they be ordered by someone to part. The word 
*goe' acts as the cause of the poet's expiration because it means parting. 


The scene is the parting of lovers after a night of passionate love. It 
is a farewell scene in which the lady is bidding the lover good bye with a 
final kiss because it will mean that their souls are sucked away and their 
dead bodies will remain. Their ghosts will wonder in different places. This 
will be a cheap and unnecessary death for them. Death as a result of 
kissing should be avoided. One can see very clearly about the pathetic 
conditions of the lover i.e. mentioned in the poet. And their fault is only 
that they love «ch rotlietetrulyidnebiiminensely Ranhicholiscivot a crime at all 
but still they are getting threatening from the world. And because of that 
they had to part which is truly equivalent to death for them. 
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So, so, breake off this last lamenting kisse, 
Which sucks two soules, and vapors Both away, 
Turne thou ghost that way, and let mee turne this, 
And let our selves benight our happiest day, 

We ask'd none leave to love; nor will we owe 
Any, so cheape a death, as saying, Goe; (1-6) 


This is a poem of passionate love (which cannot be fulfilled due to 
the threats of the world) containing poet's thought at the time of separation 
from his beloved. The lover has his own way of devising death. The word 
‘goe’ from the lover will spell the death of the beloved. Similarly the 
utterance of the same word by the beloved will mean the death of the lover. 
Separation of the lover is equivalent to death. 


Goe; and if that word have not quite kil'd thee, 
Ease me with death, by bidding mee goe too. (7-8) 


Both of them the lover and the beloved want to die together as they cannot 
stand the agony of separation. Separation is like death and so they want to 
die because death will mean a permanent union and eternal love for them. 


The poet and his beloved are the subjects (asrayalambana) of the 
dominant emotion of grief (Soka) of separation which is the object 
(visayalambana) of their grief. Threat of the world to break their relation is 
the excitant (uddipana-vibhåva) of this emotion. Bemoaning their fate, 
pitying their condition, looking pale (vaivarnya) and the tears (asru) are 
the various consequents (anubhåvas) of poet and his beloved's dominant 
emotion of grief, which is nourished by the transitory feelings 
(vyabhicåribhåvas) of anxiety (cinta), depression (dainya), languor (glåni), 
fright (tråsa), indifference (nirveda), apprehension (sanka). All these 
constituents of rasa experience combine to develop the dominant emotion 
of grief (soka) in the poet and his beloved into the sentiment of pathos 
(karuna rasa) in their hearts when their dominant emotion of grief (soka) is 
enkindled, intensified, nourished and generalised through the interaction of 
the constituents of rasa experience depicted by the poet. 

CC-0. Kavikulguru Kalidas Sanskrit University Ramtek Collection 

Pathetic Sentiment or the Sentiment of Pathos (Karuna-rasa) in 

the poem “A Feaver”: 
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In this poem the poet's beloved is ill. She is suffering from fever. 
The poet is very sad as he does not want to lose her because he loves her 
immensely. But chances of her survival are very less. The poet says her 
beloved that he will love her if she survives this illness, but if she dies, he 
will hate all women, because they are a reminder of his loss. This clearly 
shows that the poet is immensely in love with his beloved and he does not 
want to lose her. She is everything for him. Similarly, he will not celebrate 
her memory because it will be too painful for him to bear. The pathetic 
condition of the poet is well depicted in the first stanza of the poem itself: 


Oh do not die, for I shall hate 

All women so, when thou art gone, 
That thee I shall not celebrate, 

When I remember, thou wast one. (1-4) 


For the poet his beloved is the whole world. In stanza two he says 
that with her beloved's dying breath, the whole world will vaporize. Which 
shows that the poet's beloved is the most important thing for him. If she 
dies the whole world is useless for him. The whole world would also die 
with her death. 


But yet thou canst not die, I know; 

To leave this world behinde, is death, 

But when thou from this world wilt goe, 

The whole world vapors with thy breath. (5-8) 


The poet says if his beloved will die nothing would be left in this 
world. The earth will be just as a dead body. The poet says that the earth 
would also die with the death of his beloved but if the world remains even 
after she has died or her soul has departed, the earth will only be a carcass 
which will be meaningless and empty. 


Or if, when thou, the worlds soule, goest, 
It stay, tis but thy carkasse then, (9-10) 


The poet loves her beloved very much and he compares fever or 
meteors as jus€Glustuation lotidelfamié U»ütrslsdtabeaGbycef his beloved is 
unchangeable and constant even if wrought by sickness. 


These burning fits but meteors bee, 
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Whose matter in thee is soone spent. 
Thy beauty, ’and all parts, which are thee, 
Are unchangeable firmament. (21-24) 


In the last stanza of the poem the poet says that he would rather 
prefer to spend an hour with her beloved than possess all the treasures in 
the universe for the rest of his life. 


Yet t’was of my minde, seising thee, 
Though it in thee cannot persever. 

For I had rather owner bee 

Of thee one houre, then all else ever. (25-28) 


The poet says that the death of her beloved would bring unbalance 
in the whole world and result in a destructive outcome. This poem shows 
the true love that poet shares with her beloved who has caught a fever. The 
poet claims that he cannot love another woman like he has loved her 
beloved. The poet says that the death of her beloved will not only be a loss 
for the poet alone but for the whole world. 


In this poem grief (Soka) is the dominant emotion (sthdyibhava). 
The beloved's upcoming death due to illness and the rememberance of the 
merit of that person act as the excitants (uddipana-vibhåva). Beloved is the 
object (visayalambana) to arouse the emotion of grief in the heart of the 
poet who is its subject (asrayalambana). Lamentations, sighing, 
grumbling, drooping limbs are the consequents (anubhåvas) of his 
dominant emotion of grief (Soka) which is reinforced by the transitory 
feelings (vyabhicaribhavas) of anxiety (cinta), depression (dainya), 
languor (glåni), fright (tråsa), indifference (nirveda) and apprehension 
(sanka). All these components of rasa experience combine to develop the 
dominant emotion of grief of the poet into the sentiment of pathos (karuna- 
rasa) and help the readers to relish the sentiment of pathos (karuna-rasa). 


Furious sentiment (Raudra-rasa) in the poem “The Sunne 
Rising”: 

When aqessen;lggksiatbiseuemy;orapmsbodywho is doing harm 
either to him or to others, his krodha is aroused. The object (ålambana) is, 
therefore, either the enemy or the person who excites anger in one's heart 
as the sun. In this context, sun is the supporting cause (ålambana-vibhåva) 

107 


being the object to evoke the permanent dominant emotion of krodha in the 
persona who is the subject (asraya). The action of the object and his 
behaviour etc. are excitants (uddipana-vibhava). Here in this case it is the 
peeping of the sun at the persona and his beloved through windows and 
curtains. Pride (mada), anxiety (cinta), rememberance (smrti), dismay 
(visåda), agitation (avega) are the transient emotions (vyabhicaribhava) 
found in this context. 


One morning the persona wakes up late and finds the sun peeping 
at him and his beloved through the windows and curtains. So he is angry at 
the sun's having a peep at them. The persona shouts at the sun, who is 
creating a nuisance in his love-making. The following vyabhicåribhåvas 
are present here: fierceness (ugrata) when the persona derisively asks the 
rising sun to leave him alone with his mistress, and attend to other matters. 
Pride (garva) can be seen when the persona asks the sun that why does he 
imagines his beams all powerful, when the persona could blot them out by 
closing his eyes, though he won't do so, because he won't lose sight of her 
beloved even for an instant. In that mood only, the sun is called busie old 
fool, unruly, saucy pedantique wretch, the rags of time, half as happy, and 
thine age's askes ease etc. agitation (avega), cruelty (nirdayata) could be 
seen easily. 


Busie old foole, unruly Sunne, 

Why dost thou thus, 

Through windows, and through curtaines call on us? 
Must to thy motions lovers seasons run? 

Sawcy pedantique wretch, (lines 1-5) 


Here the persona imagines the sun as an ill-mannered man peeping 
at him and his beloved, when it has no right to peep at them. So he says the 
sun that it is unlawful to peep in somebody's house without their 
permission. He imagines the sun to be a meddling, old, unmanageable fool. 
He again asks the sun why it considers its rays to be so reverend and 
strong. The persona could obscure and dim them only with a wink, if he 
wished. 


Thy beatas Ksokréverbridaafrdsktrdnigersity Ramtek Collection 
Why shouldst thou thinke? 
I could eclipse and cloud them with a winke, 
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But that I would not lose her sight so long: (lines 11-14) 


The persona angrily calls the sun an old wretch and asks it to go 
away from their room. In this context, Sun is the supporting cause 
(alambana vibhåva) being the object (visaya) to evoke the dominant 
emotion of anger of the persona who is the subject (åsraya). The peeping 
of the sun early morning into the room of the persona and his beloved 
through windows and curtains are the ill manner of the sun which act as the 
excitants (uddipana-vibhåva) and intensify the poet's wrath. The abusive 
words of the persona to the sun, his hatred towards the sun, his orders to 
the sun, utterance of angry or furious words, wrathful curse, roaring are the 
consequents (anubhåvas) which suggest that the dominant emotion of 
krodha has possessed the persona completely. The transitory feelings 
(vyabhicåribhåvas) of pride (garva), fierceness (ugratå), agitation (avega), 
cruelty (nirdayata) feed the persona’s emotion of krodha. All the 
constituents of rasa-experience co-operate with one another and turn the 
persona's dominant emotion of anger (krodha) to the state of furious 
sentiment (raudra-rasa) and make the readers also to relish this raudra- 
rasa. 


Furious sentiment  (Raudra-rasa) in the poem  *The 
Apparition”: 


The theme of the poem is the bitter scorn of woman for the poet's 
invitation to love- making. The scorn is so biting that the poet is filled with 
wrath, rage and anger. A week desire for revenge also arises in his mind. 
The poet's feeling is an emotion of disappointment and anger. It is genuine 
and sincere. There is no artificiality about it. The theme of woman's 
inconstancy is again handled with great skill by the poet. His rejection by 
the girl he loves is due to her love for other suitors. This excites jealousy in 
the poet and so he wishes to pour his ridicule and fury on her. The 
persona's emotion can be summed up as follows: Addressing her as a 
murderess, he warns her that if and when her hot contempt has killed him 
(the persona), she should not think herself free from his invitations to love- 
making. For his ghost will come to her bed: 
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And that thou thinkst thee free 
From all solicitation from mee. 
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Then shall my ghost come to thy bed, (1-4) 


When a person looks at his enemy or somebody who is doing harm 
either to him or others, his anger is aroused. The object (ålambana) is 
therefore, the enemy or person who excites anger in one's heart as in this 
case the alambana is the woman who rejects the persona's love-making. 
The denial and rejection of woman for love-makings to the persona plays 
the role of excitants (uddipana-vibhåva). The action which excites anger 
here are the exchange of hot words and use of force by the poet. The 
persona himself is the subject (asrayalambana). The consequents 
(anubhåva) are roaring, shouting, movement of eyebrows, reddening of 
lips and eyes, abusive words of the poet, utterance of angry or furious 
words etc. The transient emotions or the (vyabhicåribhåvas) aroused here 
are anger, abuse, insult, revengelessness, energy, excitement, fury, 
horripilation, trembling, restlessness, pride (mada), anxiety (cinta), 
remembrance (smrti), dismay or despair (visåda), agitation (Avega) etc. 


The dominant emotion of anger of the persona is aroused, 
intensified, manifested and nourished by the constituents of rasa- 
experience attains the highest pitch of the furious sentiment. It overturns 
the readers of this portion of the poem and evokes similar responses in 
them when they are in tune with the furious mood of the persona. 


So one can clearly see that the woman is the supporting cause 
(alambana vibhåva) being the object (visayalambana), to evoke the 
dominant emotion of anger in the poet who is himself the subject 
(asrayalambana). Woman's refusals to marry him, her departure with 
another man are the excitants (uddipana-vibhåva) and the abusive words of 
the poet, his threatening are the various consequents (anubhavas). 


Heroic sentiment (Vira-rasa) in the poem *The Undertaking": 


The title the undertaking is apt and suggestive. Undertaking means 
a dangerous, heroic action or enterprise which leads to utsåha. In the 
present poem, the persona talks of the heroic actions which he has 
performed. The persona who is the asraya as he experiences the vira-rasa, 
tells the reader that he.has.deng one hiereic desk wbiebusimore heroic than 
even the heroic deeds performed by the nine worthies or the nine heroic 
and noble warriors celebrated in history. The heroic deed which he has 
performed is the discovery of a virtuous woman. Such a woman is 
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considered as impossibility in the modern age, but he has performed the 
brave deed of finding such a woman. This brave deed has led to another 
heroic action. He has dared to love that woman, and has successfully kept 
her discovery and his love hidden from the world. Such an undertaking 
would be as heroic as the actions of the nine celebrated heroic personalities 
referred to as worthies: 


I have done one braver thing 

Then all the Worthies did, 

And yet a braver thence doth spring, 

Which is, to keepe that hid. (lines 1-4) 

Again in the last stanza of the poem, Donne mentions that: 
Then you have done a braver thing 

Then all the Worthies did; 

And a braver thence will spring, 

Which is, to keepe that hid. (lines 25-28) 


This means that having done this work, one has done something 
more glorious than what all the men of high worth ever did. Great men of 
the past: men of heroic character and endurance have great achievements to 
their credit. The persona is not less than the reputed worthies. His 
achievement is greater because he has kept his discovery to himself and not 
leaked it to the common men. It is a discovery of great value. It is singular 
and original, because no one else had the privilege of knowing the lady he 
loves. So no one will be able to repeat that discovery. The achievement of 
the persona lies in knowing the real nature of love and keeping the secret to 
him. 


In the poem utsåha (energy and enthusiasm) is the permanent 
dominant emotion (sthåyibhåva). The persona himself is the subject 
(asraya). Finding a true woman and hiding it from everybody act as the 
excitant (uddipana-vibhåva). The consequents (anubhåvas) are the 
persona's patience, heroism, charity, firmness, sacrifice, diplomacy etc. 
and the transient emotions (vyabhicaribhavas) that are found in the poem 
are contentment (dhrti), rationality (mati), judgement, pride, agitation, 


indignation, remembrance etc. 
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Terrible Sentiment or the Sentiment of Terror (Bhayanaka- 
rasa) in the poem *The Apparition”: 
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The theme of the poem is the appearance of the persona's ghost 
who is the ålambana to the woman who is the asraya, whom he loved so 
much and she denied her favourable response to him. The persona says his 
ghost will appear in the room when she must be in the arms of a worse 
lover. At the entry of his ghost the taper in the room will get sick and burn 
uneasily. The beloved neglected by her lover, will tremble (vaipathu) like 
an aspen leaf with bhaya; get with cold, white sweat (sveda). She will then 
look like a ghost more than the persona. The persona's love for her is 
already spent so his ghost will be merciless and cruel i.e bhayånaka. His 
ghost will also tell her something which the persona will not disclose now. 
So he would like to see her repent of her scorn remorsefully rather than 
innocently sit, unmoved by threats. 


Then shall my ghost come to thy bed, 

And thee, fain'd vestall, in worse armes shall see; 

Then thy sicke taper will begin to winke, (lines 4-6) 
And then poore Aspen wretch, neglected thou, 

Bath'd in a cold quicksilver sweat wilt lye 

A veryer ghost then I; 

What I will say, I will not tell thee now, 

Lest that preserve thee’; and since my love is spent; 

I had rather thou shouldst painfully repent, 

Then by my threatnings rest still innocent. (lines 11-17) 


Here the sentiment of terror (bhayanaka) is based upon the 
permanent dominant emotion of fear (bhaya). The woman is the subject 
(asraya) and the persona turned ghost is the object (ålambana). The seeing 
of the ghost, the tapering of candle, surrounding of the room, silence 
prevailed all around, dreadful sight, time of night, becoming pale 
(vaivarnya), destruction of mental and physical activity (pralaya), 
perspiration (sveda), erection of hair (romåmica), halting tone (svara- 
bhanga), trembling (vaipathu), trembling of hands and feet, change of 
colour (vaivarnya), looking around with uneasiness, restless eyes, 
palpitation of the heart are the consequents (anubhavas) and the transient 
feelings (vyabhicaribhavas) present here are repulsion (ghrnå), languor 
(glåni), depressibit: (adm doubt (area nd ABA tilsa), epilepsy or 
disease (vyadhi), stupor (jadata). 
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Terrible Sentiment or the Sentiment of Terror (Bhayanaka- 
rasa) in the poem Holy Sonnet 4: *At the black soule”: 


Bhayånaka rasa is based on the static dominant emotion (sthåyibhåva) of 
fear (bhaya). The sentiment arising by committing a crime, a sin, by 
hearing fearful noise or by seeing any dreadful sight is called (bhayanaka- 
rasa). Here in this poem the fear is of committing sin in his youth. The 
poet laments that his soul has turned black by the commitment of sin. He 
has now fallen sick and may be his sickness is the door to his death. 
Sickness brings death to human body. He is not ready for death; in fact he 
is afraid of it. The poet is haunted by the idea of death and how he can be 
saved through repentance. The fact that Donne had led a life of sin and 
shame in youth is perhaps the only hurdle which Donne fears may prevent 
the divine grace coming through. 


The persona has sinned, and his soul is black with sin. He is now 
sick, and the sickness is the call of death. Sickness is the champion of 
death, which secures for death what properly belongs to him. 


Oh my blacke Soule! now thou art summoned 
By sicknesse, deaths herald, and champion; (1-2) 


Now he has fallen sick which may possibly be a prelude to death, 
which fills it with the horror of damnation in hell, and in this way putting it 
in a disgusting state. The poet clarifies his fear through two examples. Just 
as a traveller who commit crimes like spying and treachery while in a 
foreign country against his own country and therefore is afraid of returning 
to his native land for fear of punishment in the same way, his soul which 
comes from heaven into this world has committed sins against God and is 
therefore afraid of facing him after death. Just as a thief who is under trial 
wants to run away from the prison, but as soon as he hears the sentence of 
death passed against him he likes to stay in prison forever; in the same 
way, the soul wants to leave this prison of the body and return to god but 
when it faces death, it wishes to stay inside the prison due to fear of divine 
wrath for its sins. The soul is much afraid of the punishment which is due 
to it for its sins. 
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Thou art like a pilgrim, which abroad hath done 


Treason, and durst not turne to whence hee is fled, 
Or like a thiefe, which till deaths doome be read, 
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Wisheth himselfe delivered from prison; 
But damn'd and hal'd to execution, 
Wisheth that still he might be imprisoned. (3-8) 


Here we can see that the poet is afraid of death and damnation 
because of the sins committed by him in his youth. Not only he but the 
readers also imagine themselves to be present in the same condition. So the 
permanent dominant emotion (sthayibhava) of fear (bhaya) consummates 
in the sentiment of terror, co-united with the object (a/ambana) death; 
subjects (asrayalambana) the persona and the readers, consequents 
(anubhåvas) of becoming pale (vaivarnya), halting tone (svarabhanga), 
destruction or the complete loss of the mental and physical activity etc. and 
the transitory feelings (vyabhicaribhavas) are repulsion (ghrana), agitation 
(Avega), fright (trása), doubt (Sanka), death (marana), epilepsy or disease 
(vyadhi), weakness (glåni) etc. 


As the terrible sentiment is divided into three parts. This fear comes 
under the second type i.e. 'Aparadhajanya' meaning fear occurring from a 
wrong action. 


Terrible Sentiment or the Sentiment of Terror (Bhayanaka- 
rasa) in the poem Holy Sonnet 6: "This is my playes last scene": 


The central theme of this poem is the fear of damnation. The 
persona is now close to death. He has compared his life to a drama and he 
says that he is now enacting the last scene of the drama of his life. The race 
of his life is almost run and he has nearly reached the end of it. And he is 
afraid of death. He further says that death is a glutton who waits for him at 
the end of his life's race. The glutton will at once devour him. And after 
dying he would have to face God. The very thought of his soul's returning 
to God strikes terror into the heart of the persona. He says he has sinned in 
life and he will surely be damned. So we can see that the poet is suffering 
from two kinds of fear. Firstly he is afraid of death. He does not want to 
die and secondly he is afraid of the damnations which will occur to him for 
his sins. 


This is TAY. plays dastsgeng. hes heaye RARR Rion 
My pilgrimages last mile; and my race 

Idly, yet quickly runne, hath this last pace, 

My spans last inch, my minutes latest point, 
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And gluttonous death, will instantly unjoynt 

My body, and soule, and I shall sleepe a space, 
But my” ever-waking part shall see that face, 
Whose feare already shakes my every joynt: (1-8) 


So it can be clearly seen that the persona has reached the last mile 
of his journey. His life has been like a running race; and the persona has 
run the race quickly but without any purpose or achievement. The persona 
says it is his last minute and end of life. And at the end of his life, death 
like a glutton will immediately separate his body from his soul. His body 
will then sleep forever and his soul will have to face God. And the fear of 
punishments of his sins gives him a shiver and a fright. In this sonnet the 
persona is dominated by the fear of death, the consciousness of his sin, the 
anxiety and uncertainty of his future in view of the imminent damnation. 


As the persona is on his death bed and there is no hope of his 
survival, he expresses his fear of damnation. The race of life is coming to 
an end. And at the finishing point stands death like a glutton waiting to 
devour his body. Just as the persona has been a glutton at the feast of life- 
he has enjoyed life to the finger tips and his regret at the race "quickly run” 
is evident- in the same way he thinks death as a gluttonous beast waiting to 
devour his prey and gives him the jitters. As his body is destroyed by 
death, his soul shall go to heaven from which it first came. It will then 
stand face to face with God on the Day of Judgement. The idea of facing 
God, in view of the magnitude of his sins makes him feel terribly restless 
and tense. As he has sinned greatly in life, he is expecting nothing but hell. 


Here the sentiment of terror (bhayanaka-rasa) is based upon the 
dominant emotion of fear (bhaya). The persona and the readers are the 
subjects (asrayalambana) and death is the object (alambana). The fear of 
damnation and going to hell are the exciting situation (uddipana-vibhava). 
Becoming pale (vaivarnya), destruction of mental and physical activity 
(pralaya), perspiration (sveda), and excreation of hair (romårica) are the 
consequents (anubhåva) of the emotion. The transitory feelings 
(vyabhicåribhåvas) associated with this rasa are repulsion (grhina), 


languor (glåni), depression (dainya), doubt (sarika) and fright (trasa). 
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Marvellous Sentiment or the Sentiment of Wonder (Adbhuta- 
rasa) in the poem *The Good Morrow”: 
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In this poem the persona who is the subject (asraya) expresses his 
vismaya as to what he and his beloved used to do before they met each 
other. Addressing his beloved, who is the object or the supporting cause 
i.e. the alambana, he tells her that he used to often asks himself in silent 
wonder how he and she had spent their lives before they met and fell in 
love with each other. It is also probable that they had been in the sleep of 
sensuous life, till then, just as the seven Christian youths of Ephesus had 
slept soundly in a cave for about two centuries before they were woken up. 


I wonder by my troth, what thou, and I 

Did, till we lov’d? Were we not wean'd till then? 
But suck'd on countrey pleasures, childishly? 

Or snorted we in the seaven sleepers den? (lines 1-4) 


The poem expresses a strong confidence and sincerity of the asraya 
and alambana. The lover is amazed at the way he loves the beloved. As it 
is clearly seen that in this poem the persona himself is the subject (asraya) 
and his beloved and his love towards her is the object or the supporting 
cause (alambana). In the above lines the permanent dominant emotion 
(sthayibhava) of vismaya is aroused. The consequents (anubhåva) 
described here are that of widening of eyes with wonder (netravikasa), 
words of appreciation (sadhuvada) looking with fixed gaze or stupefaction 
(stambha), and horripilation (romáfica) etc. The transitory feelings 
(vyabhicåribhåvas) are motionlessness (stambha), impatience (autsukya), 
deliberation (vitarka), agitation (åvega) and attachment (moha) etc. 


The experience of the love-making with her beloved is so new and 
great for the persona that it creates a sense vismaya in the heart of the 
persona and his feeling of amazement consummates in the sentiment of 
wonder after being supported by causes, consequents and transitory 
feelings. The readers of this portion identify themselves with the 
experience of the persona and relish the adbhuta-rasa when their emotion 
of amazement is evoked, intensified, manifested and generalised through 
the poetic rendering of the persona's emotion of adbhuta. In comparison 
with their pleasure in the love of each other, all their previous pleasures 
seem unsubstantfa?. HadkulpneHalidas Sanskrit University Ramtek Collection 


B. Application of Additional Rasas: 
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Quietistic Sentiment (Santa-rasa) in the poem “The 
Canonization”: 


Donne’s poem “The Canonization” ends with the consummation of 
the sånta-rasa giving its readers a feeling of vairagya. Donne has depicted 
santa-rasa according to the poetic convention in the last two stanzas of the 
poem “The Canonization”. Through the depiction of their death the 
persona and his beloved want to convey that human life is unreal as a 
dream and that the end of life is nothing but an eternal sleep and this 
thought evokes sånta-rasa so this is the uddipana-vibhava. The lovers are, 
dead to the world therefore, deserved the status of saints whose blessings 
other lovers will invoke and that is why they act as the åsraya. The lovers 
are devoted to each other as a saint is devoted to God. The theme of the 
poem is canonization, i.e. the attainment of sainthood through love. The 
persona says lovers will worship the persona and his beloved as the 
martyrs to love. Lovers will invoke the blessings of these martyrs as saints. 
Love will bring them both nirveda and sama. The lovers will pray to God 
to grant them the same kind of true love which the persona and the beloved 
enjoyed while living in this world. The lovers are ready to die to the world 
and are committed. Their legend, their story, will gain them canonization; 
and approve them as love’s saints, other lovers will invoke them. If their 
love-legend is not powerful enough to buy them a funeral service and 
tombs befitting saints and make history, it will make best poetry. And 
entombed in their sonnets and love-lyrics, they will be remembered by 
people as the love-saints who were ‘canonized for love’. The persona says 
a well inscribed urn may be as much suitable to keep ashes of the greatest 
as the half acre tombs. 


Wee can dye by it, if not live by love, 
And if unfit for tombes and hearse 

Our legend bee, it will be fit for verse; 
And if no peece of Chronicle wee prove, 
We'll build in sonnets pretty roomes; 

As well a well wrought urne becomes 
The greatest ashes, as halfe-acre tombes, 


And by these hymnes, all shall approve l 
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In the fifth stanza, the theme receives a final touch. The lovers in 
rejecting life actually win the most intense life. The lovers in becoming 
hermits find that they have not lost the world but have gained it in each 
other and this act as the ålambana-vibhåva. The poem is about love which 
begins with physical desires and relationship but is finally transformed and 
exalted into a spiritual experience. This is the mystery of love. To them 
love was peace. Each of them considered the other his own universe 
outside which there was nothing else. 


And thus invoke us; You whom reverend love 
Made one anothers hermitage; 

You, to whom love was peace, that now is rage; 
Who did the whole worlds soule contract, and drove 
Into the glasses of your eyes 

So made such mirrors, and such spies, 

That they did all to you epitomize, 

Countries, Townes, Courts: Beg from above 

A patterne of your love! (lines 37-45) 


The realisation of the evanescent nature of the worldly object and 
the truth of the world is the supporting cause (ålambana-vibhåva) being 
the object to evoke the dominant emotion of tranquillity (nirveda or sama) 
in the lovers who are the subject (asraya). The loss of interest in the 
worldly affairs, attaining total peace from love and acquiring the position 
of the saints are the excitants (uddipana-vibhåva) which intensify the 
dominant emotion of tranquillity (nirveda). Detachment and indifference 
towards life and intense desire for retirement from the physical activities of 
life act as the consequents (anubhavas) which are reinforced by the 
transitory feelings (vyabhicaribhavas) of dismay (visada), deliberation 
(mati), indifference (nirveda), joy (harsa), contentment (dhrti) etc. 


Thus an excellent example of the sånta-rasa is found in the 
concluding lines of the poem. Through the interaction of the vibhavas, 
anubhåvas and vyabhicåribhåvas of the lovers the dominant emotion of 
tranquility (nirveda) of the reader is evoked, intensified, nourished and 


reinforced again and again and reaches its atone of santa rasa. 
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Quietistic Sentiment (Santa-rasa) in the poem *A Nocturnall 
upon S. Lucies day, being the shortest day”: 
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*A Nocturnall upon S. lucies day, being the shortest day” is a poem 
of mourning. The poem starts with the poet expressing intense grief at the 
loss of his beloved. But in the second stanza he overcomes this grief. He 
turns into absolute nothingness. The profundity of the emotion is mirrored 
by the recurrent image of nothingness. Dwelling upon the notion of an 
absolute nothingness that existed before creation, the poet speaks of the 
transforming power of love, which first ruined him, when his beloved died, 
and then recreated him out of absolute nothingness. Though it is difficult to 
comprehend this concept and impossible to visualize it, it serves the 
purpose of stressing that, for the poet, life is nothing, that he himself is 
nothing. 


When there is neither sorrow nor happiness, nor envy, nor pride 
and there is the feeling of equanimity and the feeling of nothingness for all 
the creatures then it is Santa-rasa. All other rasas emanate from the Sånta- 
rasa and resolve into it. SGnta-rasa is a state where the mind is at rest, in a 
state of tranquillity. 


The persona addresses to all who are going to be the lovers in the 
next world (in coming generation), and says watch and observe me 
minutely and carefully because I am like every dead thing and yet I am 
strangely metamorphosed into a new life by love's alchemy. Meaning the 
poet is in a very balanced situation and this is what the most important 
thing for santa-rasa is. The art of love is capable of distilling quintessence 
or ‘the fifth essence’ even nothingness. Love has ruined the poet by means 
of dull privations and emptiness etc. and he was born into a new life even 
through absence, darkness and death, things which are not. By the death of 
his beloved the poet was reduced to the state of nothingness but this 
nothingness only made him an Hlixir (the element capable of creating life 
out of the first nothing). 


For I am every dead thing, 

In whom love wrought new Alchimie. 

For his art did expresse 

A quintessence even from nothingnesse, 

From dull privations, and leane emptinesse, 
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Of absence, darknesse, death; things which are not. (Lines 12-18) 
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This stanza depends on the reader's knowledge of the meaning, in 
alchemy of ‘quintessence’- the fifth and therefore extremely pure, 
distillation. This is a very philosophical stanza. The sorrow born of his 
love's death has emptied his heart of all kinds of feelings and the poet in a 
state of equanimity. 


Here the realisation of the transitoriness of the human life and the 
realisation of the truth of the world is the supporting cause (alambana 
vibhåva) being the object to evoke the dominant emotion of tranquillity 
(nirveda) in the poet who is the subject (asrayalambana). He utters these 
words when his beloved is found dead. He describes that like an illusion 
the life is laid in the dust by its creator even before its hopes are fulfilled. 
The insubstantiality of all objects on account of their transitoriness or the 
nature of the infinite self, knowledge about the worthlessness of the world 
act as the excitants (uddipana-vibhåva) which tend to intensify the 
dominant emotion of tranquillity. His self-realization and detachment from 
other worldly affairs are the consequents (anubhåvas) and deliberation 
(mati), contentment (dhrti), etc. are the  transitory feelings 
(vyabhicåribhåvas) which nourish the dominant emotion of tranquillity and 
make it perfect. 


Mukhya-bhakti-rasas in Donne: 


Sånta-bhakti-rasa (Placid love for God) in Donne: In the sixth 
sonnet of the sonnet sequence included under the title 'Holy Sonnets: 
Divine Meditations 'the sthayibhava called sånta-rati mixes with the 
elements of vibhåva and is relished by the persona possessing sama (self- 
restraint) causing santa-bhakti-rasa. Here the bhakti-rasa is based upon the 
dominant emotion of love, faith, trust, belief and respect for God. The 
persona and the readers are the åsrayas (subjects). God with an eternal 
form of knowledge and bliss is the ålambana (object). The hope of firm 
belief and faith that God will save him from damnation and bestow his 
blessings and mercy on the poet are the uddipana-vibhåva (excitants). 
Absence of hatred, lack of intense attachment, indifference, non- 
possessiveness, lack of false ego, getting relief from the mental and 
physical problems act as the anubhåvas (consequents) of this sentiment. 
The vyabhicaribhiivds(transitorpféehngsjiessoGated Gwithithis sentiment in 
the poem are that of harsa (joy), utsukatà (impatience), nirveda (self- 
disgust), mati, etc. The narrator is in a condition in which there is no 
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happiness, no suffering, no hatred etc. So he enters the sånta-bhakti-rasa, 
even death could not frighten him. He remains stable even if death 
approaches towards him. 


The person possesses the happiness of impersonal Brahman, 
realizing it as the cause of everything. However, this impersonal happiness 
is dilute, but it is enough to arouse santa-bhakti-rasa. The main cause of 
sånta-rasa arising in the persona is the realization of the form of the Lord. 
Appreciation of the Lord's attractive pastimes is missing here, though it is 
one of the factors in the realization of santa-bhakta, but it is not the main 
factor. Here God is the Paramatma, the param-brahman, tolerant, pure, 
and eternally fixed in spiritual form, who rewards even the enemies and is 
greater than the whole universe. Here the persona has attained rati for God 
due to his mercy and has developed firm faith in the path of bhakti. In this 
poem the persona can be considered tapasa-santa-bhakta as he worships 
the Lord while practicing yukta-vairagya i.e without giving up the desire 
for liberation, since obstacles to bhakti is destroyed by attaining liberation. 
Here sandra-santa-rati is experienced by the persona as he experiences 
complete bliss after all ignorance is destroyed. Here paroksyasanta-rasa 
(invisible) is found as the Lord is not presently visible i.e. He is in hidden 
form. Impressions of jndna are slaken by the mercy of the Lord, and the 
persona attains the perfection of bliss in bhakti-rasa. Here pure sånta- 
bhakti-rasa can be felt as it arises from the knowledge of the absolute 
truth. 


So it is clear that this poem contains the elements of sånta-bhakti- 
rasa. Though the poem begins with a fear of damnation but as soon as the 
second stanza begins the poet is filled with a note of hope. In this stanza 
the poet gives reasons why he should not be condemned to eternal 
punishment in hell. He says men's sins originate with their flesh. It is the 
flesh that sins. Therefore, let the flesh be punished and sent to Hell. His 
soul, which would be freed from the body at the moment of death, should 
not be punished for the sins of the flesh. Let the body go to hell, but the 
soul which has been purged of its evil and wicked part must be regarded as 
righteous and pure, and must get the blessing of God accordingly. The 
narrator is hopeful because God is just and merciful and would not punish 
him (his soul) fom. theikinsu efithe.bedyynvekiskamillcdeave behind for the 
devil and hell. The narrator has great belief on the Almighty that he would 
never do wrong to him and he will always protect him. 
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Then, as my soule, to 'heaven her first seate, takes flight, 
And earth-borne body, in the earth shall dwell, 

So, fall my sinnes, that all may have their right, 

To where they'are bred, and would presse me, to hell. 
Impute me righteous, thus purg'd of evill, 

For thus I leave the world, the flesh, the devil. (Lines 9-14) 


The thought of the approaching death which at first strikes terror in 
the heart of the poet, fails to do so later because he has the consolation that 
by leaving the world, he will be leaving the body that has been responsible 
for all his sins and also the devil, that has been instigating him to commit 
sins. In this stanza the poet is full of hope and faith for God. He says when 
his body is reduced to ashes and is mingled with the dust; his sins will also 
get buried along with his body. The poet feels that various limbs of the 
body are responsible for the sinful course of life, he would have been 
forced to go to hell but death, which is approaching near, will save him 
from damnation. 


Dåsya-bhakti-rasa (Attitude of a servant) in Donne: In the sonnet 
"Holy Sonnet II: As due by many titles I resigne, the narrator gives many 
reasons for resigning himself to the will of God. God created him for his 
own service but he was corrupted by sin. And he was redeemed from the 
original sin of Adam by the sacrifice of Christ, the son of God. Christ paid 
for the sin of Adam with his blood. God has rewarded him for his labour 
and humble duties performed as a servant. God has so far protected him 
just as the shepherds protect their sheep. Moreover like Adam, his body 
was the temple of God, till he fell into sin. 


Eagerness to execute service with respect and knowledge of the 
Lord's greatness acts as the sambhrama-priti and this only is the 
sthayibhava of priti-bhakti-rasa. Here the bhakti-rasa is based upon the 
dominant emotion of love, faith, trust, belief and respect for God. The 
persona and the readers are the asrayas (subjects). God is the ålambana 
(object). The hope of firm belief and faith that God will save him from 
Satan acts as the uddipanavibhåva (excitants). Serving God completely 
according to one's own capacity and complete attachment to the Lord, act 
as the anubhaywas. kGemugequents baridrrit thisergrpemier Checisyabhicaribhivas 
(transitory feelings) associated with this sentiment are that of nirveda 
(self-disgust), visåda (remorse), dinata (thinking oneself unqualified), 
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glåni (debility), sankå (apprehension), åvega (confusion of the mind), 
smrti (remembrance), vitarka (conjecture), cinta (pondering), autsukyam 
(impatience) etc. Dhrti (steadiness), harsa (joy), amarsa (indignation), 
cåpalya (insolence), supti (dreaming), unmåda (insanity), vyadhi 
(sickness), moha (loss of internal awareness), mrti (death-like symptoms), 
jadyam (indecision), vrida (shame), avahittha (concealment), bodha 
(enlightenment) are not present in this poem which would have enhanced 
the poetry much more. 


My selfe to thee, O God, first I was made 

By thee, and for thee, and when I was decay'd 

Thy blood bought that, the which before was thine; 
I am thy sonne, made with thy selfe to shine, 

Thy servant, whose paines thou hast still repaid, 
Thy sheepe, thine Image, and, till I betray'd 

My selfe, a temple of thy Spirit divine; (Lines 2-8) 


Priti-rasa is often considered as the highest rasa, as it is full of 
saprema-bhakti (prema-filled bhakti). As priti or adoration achieves a 
pleasurable nature by vibhåvas, anubhåvas, såttvika-bhåvas and 
vyabhicari-bhavas in the heart of the persona, it is called priti-bhakti-rasa. 
In this poem sambhrama-priti is present as the recipient of mercy acts as a 
servant. The persona identifies himself as servant of God and therefore has 
sambhrama-priti for God and when this sambhrama-priti is nourished by 
vibhåva and other elements it is called sambhramapriti-rasa. The Lord, in 
whose follicles the millions of universes reside, is an ocean of mercy. He is 
endowed with all inconceivable powers and all perfections. He is always 
attractive to all åtmåråmas, and is the supreme controller. He is 
omniscient, fixed in his vows, always increasing, and full of tolerance. God 
is the protector of the persona who has surrendered to him; he is truthful, 
expert, all auspicious, an afflicter of evil people, and upholder of religious 
principles. He is the eye of the scripture, the friend of the devotee, 
magnanimous, effulgent, full of gratitude, full of good qualities, the chief 
among all beings, and is controlled by prema. The persona is perfect dåsa 
as he is well-behaved, always ready to follow the order of the Lord. He has 
full faith in hintcS$amblinama-patbotkthornpersorangradually increases from 
prema, sneha and finally to raga. Here dyoga is present (lack of 
association with the Lord). In this state, the anubhavas are concentration 
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on the Lord within the heart, reviewing his qualities and thinking of means 
to obtain his association. Here utkanthitam (longing before ever meeting 
the Lord) is present as the persona has a desire to see the Lord as he has 
not seen him at all. Though it is impossible for all the vyabhicari-bhavas to 
appear in åyoga (utkanthitam) within priti-bhakti-rasa, autsukya, dainyam, 
nirveda, cintà, capalatà, jadatà, unmåda and moha are present here. 


In this poem the persona claims his relationship with God and his 
right to be saved by him. He says, why has God allowed the devil to take 
wrongly what belongs to him? Why does the devil corrupt his soul which 
belongs to God? The persona himself is helpless against the power of 
devil. God alone can rescue him from the power of devil and take him 
under his care and protection. God loves all mankind; why should he not 
save him from the devil? In the end, the persona makes an earnest and 
urgent appeal to God to save him from the clutches of the devil. It is rather 
strange that Satan hates him and yet does not leave him. He cannot rid 
himself of Satan. He expects help from God because he belongs to him 
only. He is entitled to his protection as his servant. It is in God's interest 
not to abandon his servants to Satan. The persona wants God's grace but 
unfortunately the devil has held him under his grip. He cannot flee from 
the devil. There is a symbolic struggle between good and evil within the 
persona. The persona realises his own faults and seeks God's mercy for the 
saving of his soul. His argument is that God like a true master should 
protect his servants against enemies. If he does so, he will be saved from 
the clutches of Satan. 


Why doth the devill then usurpe on mee? 

Why doth he steale, nay ravish that's thy right? 
Except thou rise and for thine own worke fight, 

Oh I shall soone despaire, when I doe see (Lines 9-12) 


Sakhya-bhakti-rasa (Attitude of a friend) in Donne: The 
sthayibhava of sakhya-rati is nourished by suitable vibhåvas causing 
sakhya-bhakti-rasa here. The persona is the asraya (subject). God is the 
object (ålambana). The hope of firm belief and faith that God will save 
him and won't qunish. him are the uddipana-vibhåva (excitants). Getting 
relief from thé mentat “an "p ysical Problems, act Ag the anubhåvas 
(consequents) of this sentiment. The vyabhicåribhivas (transitory feelings) 


except augrya, tråsa and ålasya are present here. The qualities of the Lord 
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in preyo-bhakti-rasa that of dressing attractively, possessing all good 
qualities, being best of the strong, being knowledgeable of many 
languages, being talkative, fully learned in all branches of knowledge, 
quick-witted, skillful, merciful, most courageous, learned in arts, 
intelligent, tolerant, attractive to all people, prosperous, jovial, and the 
most prominent among all persons are not present in this poem. The 
visrambhara or sakhya-rati increases gradually through pranaya, prema, 
sneha and raga. Trust without restriction is called visrambhara 
(confidence). 


'Holy Sonnet IX: If poysonous mineralls, and if that tree' which 
begins with a mood of exasperation, establishing an immediate relationship 
of intimate friendship between God and the persona. In despair he prays to 
God to answer his question. This sonnet deals with sin, fear, and death, and 
penitence, day of judgement and mercy of God. The persona argues with 
God about his sins and feels that if plants, stones and animals are not 
punished for their wickedness and the harm they cause to others, why he 
should be punished. Undoubtedly man is gifted with reason and will power 
but that is no reason for regarding his crimes more serious than those of 
others who lack reason and intention. 


If poysonous mineralls, and if that tree, 

Whose fruit threw death on else immortall us, 

If lecherous goats, if serpents envious 

Cannot be damn'd; Alas; why should I bee? 

Why should intent or reason, borne in mee, 

Make sinnes, else equall, in mee more heineous? 

And mercy being easie, and glorious 

To God; in his sterne wrath, why threatens hee? (Lines 1-8) 


The persona asks God why man should suffer damnation, if 
poisonous minerals, the forbidden tree whose fruit caused the fall of Adam, 
lecherous goats and jealous serpents are not damned. Why should the poet 
be singled out for punishment? Why should reasons which are the very 
characteristic of a human being make his sins appear more atrocious and 
reprehensible than that of other creatures? The same yardstick should be 
applied by Godcfor therjudgenmentofkthoraetenunfbotksentient and non- 
sentient creatures. However the mercy of God extends to all. The persona 
asks again why God in his anger should threaten him with punishment for 
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his sins. So it can be clearly seen that as we ask questions and give 
suggestions to our friend in the same way the narrator is asking questions 
and giving suggestions to God. God is kind and merciful and he will 
forgive him for his sins. The poem ends on a note of hope and faith in 
God's grace. 


Madhura-bhakti-rasa (Attitude of woman towards her lover) in 
Donne: In the Holy Sonnet, Since she whom I lov'd, all the features of 
madhura-bhakti-rasa are found. Here madhura-rati is nourished by 
suitable vibhåva and other elements (of rasa) in the devotees' hearts. Here 
in this poem the sthayibhava is mådhurya-rati. Here the lovers (the 
persona and God) are the ålambana-vibhåva i.e. the supporting causes of 
this sentiment. Company of the beloved, seeing him/her etc. act as the 
uddipanavibhavas.This rasa has many components; it appears similar to 
the rasa of mundane love. The anubhåvas of madhura-rasa such as 
glancing from the corner of the eyes and smiles are not present at all and 
vyabhicaribhivas except Glasya and ugratà everything else is experienced 
by the lovers but nirveda (self-deprecation) and måna are found in 
abundance. And through the depiction of causes, consequents and 
transitory feelings, the love of the responsive readers is evoked, reinforced, 
manifested and generalized and it culminates in their experience of the 
madhura-bhakti-rasa. Here sambhoga-madhura-bhakti-rasa (in union) is 
present. 


In this poem there is a definite link between human love and divine 
love. Just as according to many mystics, sensual love leads to spiritual 
love; in the same way persona feels that his wife is a channel between him 
and God. Now that she is dead and her soul has gone to heaven, the 
persona's whole heart is also turned to heaven. He finds no good in earthly 
things but he dilates constantly on God and his beloved. In this way the 
physical is linked up with spiritual. It was through his beloved that the 
persona found God. But his thirst for divine love has not been satisfied. He 
is like a patient suffering from dropsy. Such a patient has excess of water 
in his body but still he suffers from intense thirst. In the same way Donne 
has got enough of divine love, still he wants more love. In the last six lines 
of the poem, God is compared to jealous lover and to gallant husband and 
the soul of thecparsonauisiceompasedatoudlswagsrekenaidens God woos the 
persona like a jealous lover. God cannot brook the idea that the persona 
should offer his love to saints and angels, though they are also holy beings. 
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The sensuous relationship turns into the passions of divine relationship, 
passion which finds its equivalents in the sensual acts. In fact God and the 
persona are woven in the threads of spirituality. Donne's mind proceeds 
from physical to spiritual love. 


God is conceived as a lover and persona's soul is considered as his 
beloved. God is a passionate lover who loves his soul passionately. Like 
earthly lovers, God is a jealous lover. He is so jealous that he does not bear 
the love of saints, angels and other divine beings. He is always suspicious 
of others. He is afraid of that devil, the pleasures of the world, and 
sensuous enjoyment that may take possession of the pesona's soul, and 
make him forget the divine being. He, the supreme wants to possess the 
whole being of the persona and cannot brook the least interference from 
any source, spiritual or secular. Thus God's love for him is as intense and 
passionate as his own love for his wife, or her love for him. Since death 
she lives with God so loving god means loving her also. Therefore the 
persona turns his mind wholly to heaven, forgetful of the world and all that 
is worldly.Thus we find that the sensuous marriage relationship turns into 
the passions of divine relationship. 


To seeke thee God; so streames do shew their head; 

But though I have found thee, and thou my thirst hast fed, 

A holy thirsty dropsy melts mee yett. 

But why should I begg more Love, when as thou 

Dost wooe my soule for hers; offring all thine: 

And dost not only feare least I allow 

My love to Saints and Angels, things divine, 

But in thy tender jealosy dost doubt 

Least the World, Fleshe, yea Devill putt thee out. (Lines 6-14) 


Vatsala-bhakti-rasa (Attitude of parents towards their children) 
in Donne: As vatsala-sthayi-bhàva is not nourished in Donne's poetry i.e. 
why vatsala-bhakti-rasa is not present in any of his poems. 


Gauna-bhakti-rasas in Donne: 
Karunadrhaktiskasa na DonnevsasiCioodk Friday, 1613, Riding 


Westward' the scene of Christ's crucifixion is too painful to see. The 
persona could never have faced it. It was like the death of God himself and 
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the man who could see God dying could never survive. Even nature could 
not bear to witness it. She recoiled in pain and terror. There were cracks in 
the earth touched by Christ's feet. The sun itself was eclipsed and the world 
became dark for the moment. The personna could never endure the sight of 
Christ's hands tied to the poles and then hammered with nails. The entire 
scene is too painful for the human eyes. How could the glory of God be 
humbled? How could he see the flesh of Christ ragged and bleeding? 


Who sees Gods face, that is selfe life, must dye; 

What a death were it then to see God dye? 

It made his owne Lieutenant Nature shrinke, 

It made his footstool crack, and the Sunne winke. 

Could I behold those hands which span the Poles, 

And turne all spheares at once, peirc'd with those holes? 
(Lines 17-22) 


Here soka-rati is nourished in the heart of the persona by suitable 
vibhåvas and other elements of bhakti causing karuna-bhakti-rasa. Fall of 
God from his svarüpa of bliss into misery and falling into misfortune acts 
as the visaya of karuna-bhakti-rasa The persona acts as a devotee, who is 
devoid of the happiness of devotion also become the visaya of karuna- 
rasa. The persona and the readers are the åsrayas (subjects). God is the 
ålambana (object). Though imperishably blissful God can never fall from 
his svarüpa of bliss into misery, because of particular varieties of prema, 
but if somehow God and his dear ones take on the appearance of falling 
into misfortune they become the visaya of karuna-rasa. Thus there are 
three types of visaya. The devotees who experience karuna in relation to 
the visaya are the åsrayas of karuna-bhaktirasa. This rasa does not arise in 
santa devotees. The uddipanas are God's actions, qualities and form. 
Moaning and shouting act as the anubhåvas (consequents) of this 
sentiment. The vyabhicaribhivas (transitory feelings) associated with this 
sentiment are that of jådyam, nirveda, glani, dainya, cinta, visada, 
autsukya, capalya, unmåda, mrti, ålasya, apasmrti, vyådhi and moha etc. 
The anubhåvas of drying of the mouth, slackening of the body, heavy 
breathing, falling on the ground, beating the ground with the fist and 
beating the chest.ete;aracabsendayehich: wouldylnawexicaeased its value. The 
vyabhicari-bhavas of jadyam, nirveda, glani, dainya, cinta, visåda, 
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autsukhya, cåpalya, unmåda, mrti, ålasya, apasmrti, vyadhi and moha also 
do not appear here. 


Could I behold that endlesse height which is 

Zenith to us, and our Antipodes, 

Humbled below us? Or that blood which is 

The seat of all our Soules, if not of his, 

Made durt of dust, or that flesh which was worne 

By God, for his apparell, rag'd, and torne? (Lines 23-28) 


When rati transforms into lamentation in the heart of persons 
attaining misfortune, it is called soka-rati. This soka-rati is the sthåyi- 
bhåva of karuna-rasa. Here God is the object of lamentation, as when the 
persona, who had accepted God as his dearmost, saw him dying, he was 
greatly disturbed. He had offered God everything. At the sight of the Lord 
dying, he was filled with grief, lamentation and fear, he (the persona) lost 
control of himself in great bliss, and began to lament greatly for God. 
However, soka cannot manifest without rati. The greater the rati, the more 
will be the lamentation, and vice-versa. The quality of not manifesting 
without rati is a special distinction of soka. Lack of awareness of God's 
powers which causes soka-rati directed towards God is not created by 
ignorance. This lack of awareness of his powers takes place by the special 
rasa of heightened prema. Though lamentation appears and becomes 
intense, it also spreads a condition of undetected happiness, which is 
difficult to describe. 


If on these things I durst not looke, durst I 

Upon his miserable mother cast mine eye, 

Who was Gods partner here, and furnish'd thus 

Halfe of that Sacrifice, which ransom'd us? 

Though these things, as I ride, be from mine eye, 

They' are present yet unto my memory, 

For that looks towards them; and thou look'st towards mee, 
O Saviour, as thou hang'st upon the tree; (Lines 29-36) 


Bhayånaka-bhakti-rasa in Donne: This is one of the sonnets 
included in the coblectionantiled Saly: SanmetranldraneMeditations’. The 
poem starts with the fear of the persona. He is afraid of death and 
damnation because of the sins committed by him in his youth. He wants to 
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get saved. The sonnet reveals the conflict in the soul of the persona and the 
need to banish fear and doubt through God's mercy. The persona is haunted 
by the idea of death and how he can be saved through repentance. There is 
a sincere appeal to Christ to extend his mercy to him in his hour of trial. 
The sonnet reveals the conflict in the soul of the narrator and the need to 
banish fear and doubt through God's mercy. The persona feels his 
unworthiness for God's generosity. 


In this poem the emotion, of fear existing in the heart of the persona 
permanently is regarded as the sthåyrbhåva (permanent dominant 
emotion). Here bhaya-rati is nourished by the vibhåvas and other elements 
of rasa. Here the mercy and repentance given by God or its incarnation 
acts as the uddipana-vibhavas (excitants). The ålambanavibhåva (object) 
is God himself who evokes the dominant emotion of spiritual devotion and 
the persona is the asraya i.e. the subject who is experiencing the bhakti- 
rasa in himself. The feelings of horripilation and becoming unsteady and 
shouting are the anubhåvas (consequents) that the persona is experiencing. 
The anubhåvas such as drying of the face, heavy breathing, looking 
backwards, hiding oneself, and looking for shelter are absent here. And the 
vyabhicaribhavas (transitory feelings) present here are harsa, mati, 
utsukatà, nirveda, tråsa, mrti, capalya, åvega, dainya, visada, moha etc. 
The visaya is God. This bhaya-rati or fear does not appear in any persons 
except the devotees. 


In the beginning of the second stanza we can see the elements of 
bhakti-rasa. The persona says that the only way to get over the feelings of 
fear and agony on death bed is that of repentance and prayers to God for 
his forgiveness. The persona's sin would then be forgiven. Sincere 
repentance can be done through mourning for sins which will transform the 
blackness of sin into the blackness of mourning. The persona says if, 
however, one repents for his sins, God will extend his grace to him. The 
soul should mourn for its sins in the first instance. One should turn the 
redness of his sins into the redness of sincere sorrow, remorse and 
repentance. One should wash himself in the blood of Christ which has the 
power of changing the redness of sin into the whiteness of purity and 
holiness. The persona wishes to purify his sinful soul through sincere 
repentance, suffermgaardsselkssasniiasitbatdthe roulicamchepurified and the 
grace of God obtained. 


Yet grace, if thou repent, thou canst not lacke; 
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But who shall give thee that grace to beginne? 

Oh make thy selfe with holy mourning blacke, 

And red with blushing, as thou art with sinne; 

Or wash thee in Christs blood, which hath this might 
That being red, it dyes red soules to white. (Lines 9-14) 


In this stanza the persona talks about how to get over the feelings of 
fear and agony on death bed? There is only one way for his forgiveness 
and that is of repentance to God. The persona's sin would then be forgiven. 
Sincere repentance can be done through mourning for sins which will 
transform the blackness of sin into the blackness of mourning. The soul is 
red with sin but this redness of sin should be changed into redness of 
sincere regret and penance. The soul should wash its redness with the 
blood of Christ which has the miraculous power of changing red into white 
i.e. the redness of sin is bleached to purity. The persona therefore expresses 
his willingness to repent and mourn for his sins so that his soul may be 
purified and he may enter the kingdom of heaven. 


Raudra-bhakti-rasa, håsya-bhakti-rasa, adbhuta-bhakti-rasa, vira- 
bhakti-rasa, bibhatsa-bhakti-rasa are not found in John Donne's Poetry as 
utsåha-rati, håsa-rati, krodha-rati, jugupsa-rati and vismaya-rati are not 
present in Donne's poetry respectively. 


On the basis of the above discussion it can be briefed that many of 
the varied aspects of bhakti-rasa can be effectively applied, analyzed and 
confirmed by the study of John Donne's poetry. Thus, the evaluation of 
Donne's poetry from the perspective of bhakti-rasa makes the reading 
highly interesting and illuminative. During my study what I observed that 
in the poetry of John Donne, vatsala-bhakti-rasa, håsya-bhakti-rasa, 
adbhuta-bhakti-rasa, vira-bhakti-rasa, raudra-bhakti-rasa and bibhatsa- 
bhakti-rasa are hardly found but on the other hand, the other rasas related 
to bhakti are found in abundance. 


Thus, it can be safely concluded that the gap between eastern and 
western literature and criticism can be abridged through this type of study 
which may prove that John Donne is not restricted to Western poetics only 
as it is assumed'by manyurlispitesofrhuwingttheirociginian ancient India, 
theories like bhakti-rasa are valid and viable even in modern poetries of all 
languages in general and that of Indian in particular. In fact, they are not 
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only suited to the Indian contexts but they are also universally valid. 
Unhesitatingly therefore, these theories can be proficiently and profitably 
applied to Western poetries also. Such implicational models developed 
from Sanskrit theories when applied in the right perspective, can help to 
develop a genuine branch of criticism which could even offer preferable 
alternatives of western models. 


Sentiment of Spiritual Devotion (Bhakti-Rasa) in the poem Holy 
Sonnet 4: *At the black soule” 


This is one of the sonnets included in the collection entitled Holy 
Sonnets: "Divine Meditations". The poem starts with the fear of the poet. 
He is afraid of death and damnation because of the sins committed by him 
in his youth. He wants to get saved. There is a sincere appeal to God 
(Christ) to extend his memory to him in his hour of trial. The sonnet 
reveals the conflict in the soul of the poet and the need to banish fear and 
doubt through God's mercy. 


In the beginning of the second stanza we can see the elements of 
bhakti rasa. 'The persona says that the only way to get over the feelings of 
fear and agony on death bed is that of repentance and prayers to God for 
his forgiveness. The poet's sin would then be forgiven. Sincere repentance 
can be done through mourning for sins which will transform the blackness 
of sin into the blackness of mourning. The persona says if, however, one 
repents for his sins, God will extend his grace to him. The soul should 
mourn for its sins in the first instance. One should turn the redness of his 
sins into the redness of sincere sorrow, remorse and repentance. One 
should wash himself in the blood of Christ which has the power of 
changing the redness of sin into the whiteness of purity and holiness. The 
poet wishes to purify his sinful soul through sincere repentance, suffering 
and self-sacrifice that the soul can be purified and the grace of God 
obtained. 


Yet grace, if thou repent, thou canst not lacke; 

But who shall give thee that grace to beginne? 

Oh make«hy:selte witbolymeurniashlackeeoneion 
And red with blushing, as thou art with sinne; 

Or wash thee in Christs blood, which hath this might 
That being red, it dyes red soules to white. (lines 9-14) 
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In this poem the emotion, love and respect existing in the hearts of 
the devotees permanently is regarded as the permanent dominant emotion 
(sthåyibhåva). Here the mercy and repentance given by the God or its 
incarnation are the excitants (uddipana-vibhåva). The object (alambana 
vibhåva) is God himself which evokes the dominant emotion of spiritual 
devotion and the persona is the (asrayalambana) i.e. the subject who is 
experiencing the bhakti-rasa in himself. The feeling of satisfaction, 
horripilation and happiness are the consequents (anubhåvas) that the poet 
is experiencing. And the transitory feelings (vyabhicaribhavas) present 
here are harsa, nirveda, mati, utsukatd etc. 


Sentiment of Spiritual Devotion (Bhakti-Rasa) in the poem Holy 
Sonnet 6: *This is my playes last scene": 


This is the sixth sonnet of the Sonnet Sequence included under the 
title Holy Sonnets: "Divine Meditations". Though the poem begins with a 
fear of damnation but as soon as the second stanza begins the poet is filled 
with a note of hope. In this stanza the poet gives reasons why he should not 
be condemned to eternal punishment in hell. He says men's sins originate 
in his flesh. It is the flesh that sins. Therefore, let the flesh be punished and 
sent to Hell. His soul, which would be freed from the body at the moment 
of death, should not be punished for the sins of the flesh. Let the body go 
to hell, but the soul which has been purged of its evil and wicked part must 
be regarded as righteous and pure, and must get the blessing of God 
accordingly. The poet is hopeful, for God is just and merciful and would 
not punish him (his soul) for the sins of the body, which will leave behind 
for the devil and hell. The poet has great belief on the Almighty that he 
would never do wrong to him and he will always protect him. 


Then, as my soule, to' heaven her first seate, takes flight, 

And earth-borne body, in the earth shall dwell, 

So, fall my sinnes, that all may have their right, 

To where they'are bred, and would presse me, to hell. 

Impute me righteous, thus purg'd of evill, 

For thus I leave the world, the flesh, the devil. (9-14) 

CC-0. Kavikulguru Kalidas Sanskrit University Ramtek Collection 

The thought of the approaching death which at first strikes terror in 

his heart of the poet, fails to do so later because he has the consolation that 
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by leaving the world, he will be leaving the body that has been responsible 
for all his sins and also the devil, that has been instigating him to commit 
sins. 


In this stanza the poet is full of hope and faith for God. He says 
when his body is reduced to ashes and is mingled with the dust; his many 
sins also will be buried along with his body. The poet feels that various 
limbs of the body are responsible for the sinful course of life, he would 
have been forced to go to hell but death, which is approaching near, will 
save him from damnation. 


Here the sentiment of spiritual devotion (bhakti-rasa) is based upon 
the dominant emotion of love, faith, trust, belief and respect for God. The 
poet and the readers are the subjects (asrayalambana). God is the object 
(alambana). The hope of firm belief and faith that God will save him from 
damnation and bestow his blessings and mercy on the poet are the excitants 
(uddipana-vibhåva). Spreading of eyes due to joy, getting relief from the 
mental and physical problems act as the consequents (anubhavas) of this 
sentiment. The transitory feelings (vyabhicaribhavas) associated with this 
sentiment are that of joy (harsa), nirveda, mati, impatience (utsukatå) etc. 


Thus, John Donne's poetry is an amalgamation and coalescence of 
different types of rasas. A consummate artist that he is, Donne presents 
events in such a way as to arouse bhåvas or feelings in the readers. While 
reading his poems the readers drive aesthetic pleasure. Usually rasa is a 
fountain of joy and recreation, immeasurable delight and refreshment. But 
it is significant to note that rasa is not only associated with pleasurable 
things but also with contempt, grievance and dread. 


The present chapter highlights the points that John Donne's poetry 
is a mixture of different types of rasas. He presents events in such a way as 
to arouse bhåvas or feelings in the readers. While reading his poems the 
readers drive aesthetic pleasure. Rasa is a fountain of joy, recreation, 
delight and refreshment. But rasa is not only associated with pleasurable 
things but also with contempt, grievance and dread. Thus, the evaluation of 
Donne's poetry from the perspective of Bharata's rasa-theory makes the 
reading highly ágteresting.andidlluminatiye.Innthe«pogtuy,of John Donne 
the comic sentiment (håsya-rasa), parental affection sentiment (våtsalya- 
rasa) and odious sentiment (bibhatasa-rasa) are not found at all while the 
erotic sentiment ($rngåra-rasa) and pathetic sentiment (karuna-rasa) are 
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found in abundance. If Donne is taken as a poet of love as western tradition 
believes, then only three strains of love are taken care of as Grierson has 
mentioned. But if we treat him as a poet of srngara, so many varieties and 
sub-varieties of love could be seen in his poetry. From the available 
reviews of Donne's literature, it becomes clear that most of the works are 
just the re-production of the theme of the western critics. This is the reason 
of failure of such works, as creativity is always preferred than imitation. 
Hence, it is unfair to study Donne merely on western perspectives as by 
analysing his poetry with the tool of rasa we can see that Donne's poetry 
has eight sentiments but if one analyses it with western tool only two 
sentiments can be seen. John Donne's poetry will suffer a lot without using 
rasa-theory. Thus, to conclude, we can say that John Donne's poetry can 
be evaluated, analysed and criticized in two perspectives: one, the western 
view and the other the Indian view. 


Thus, John Donne's poetry is an amalgamation and coalescence of 
different types of rasas. A consummate artist that he is, Donne presents 
events in such a way as to arouse bhåvas or feelings in the readers. While 
reading his poems the readers drive aesthetic pleasure. Usually rasa is a 
fountain of joy and recreation, immeasurable delight and refreshment. But 
it is significant to note that rasa is not only associated with pleasurable 
things but also with contempt, grievance and dread. Thus, the evaluation of 
Donne's poetry from the perspective of Bharata's rasa-theory can make the 
reading highly interesting and illuminative. In the poetry of John Donne 
the comic sentiment (håsya-rasa), parental affection sentiment (våtsalya- 
rasa) and odious sentiment (bibhatsa-rasa) is not found at all while the 
erotic sentiment ($rngåra-rasa) and pathetic sentiment (karuna-rasa) are 
found in abundance. 


-0- 
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Chapter 5 
Observations 


The gap between Eastern and Western literature can be bridged 
through this approach. Although, Donne is one of the most prominent 
writers in English but his works need to be familiarized amongst the Indian 
readers and it can be done through the present study. Thus, this piece of 
research proves that Donne is not restricted to Western Poetics only, as it is 
wrongly opined by many. Ås almost all the features of Indian Poetics can 
be very clearly observed in the poetry of Donne, therefore, the present 
topic to critically analyze the poems of Donne in the background of Rasa- 
theory has its own importance. Though many works have been written on 
Donne and on his poetry before this work, still this type of work has not 
been done earlier.The erotic sentiment (srngara-rasa) and pathetic 
sentiment (karuna-rasa) are found in abundance in Donne's poetry. 
Donne's poetry can be evaluated, analyzed and criticized at least from two 
perspectives: one from the western point of view and the other from Indian 
point of view but as it is very clear from the review of Donne's poetry, 
critics have only talked about Donne's love poems and holy poems which 
shows that his poems are rich in two sentiments but when his poetry is 
analyzed from the lens of Indian poetics eight sentiments are found in his 
poetry. 

Rasa and its counterparts in western poetics have been discussed by 
various critics. For example, objective correlative is compared to 
rasanispatti and vibhåvådi of Bharata and rasa-dhvani of Aanadavardhana. 
Nirmala Sharma states “Aristotle’s imitation can be compared to påthya, 
language to gitd, presentation to abhinaya and catharsis to rasa 
respectively". Similarly in “Aristotle’s concept of Catharsis and Bharata’s 
theory of rasa”, it is stated that the concept of catharsis and rasa are the 
same as in both of them the concepts of plot, character, diction, language 
and style are studied. A. B. Keith shares the same view point in his article 
"Aristotle and the Indian theory of Poetics" (355). G. Parthasarthi Rao in 
"A Comparative Apglygig ef Eastesn.and; Westen Poeties; states that "rasa 
is an emotional upsurge of emotive mood i.e. present in the sahrdaya and 
catharsis is purgation, purification, or clarification. And this enables the 
spectator to have bliss which is not available in the worldly experiences" 
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(94). Abhinavgupta's sahrdaya is like Longinus's enlightened critic and 
Arnold's man of culture or the man of competence. Bharata and Longinus 
both adopt an universal approach and believe that art universalizes 
emotions. Similarly Abdul Hameed P. A. says that though rasa and 
sublimity belongs to different time and space they can be compared 
because of their object of treatment in literature or literary performance or 
the effect of literature. The only difference seen is that of Bharata 
concentrating on nåtya (drama) and Longinus concentrating on poetry 
(kavya). M. P. Sinha is of the view that Eliot and Bharata take a complete, 
logical, psychological and physiological view of emotional states which 
results in the poetic pleasure as Eliot's theory of impersonality bears an 
affinity to sadharanikarana. He then compares anubhåva to objective 
correlative and catharsis to rasa (13). Bharata's concept of 
vyabhicaribhava is very close to I. A. Richard's idea of conflicting 
emotions. Richards is of the view that a poem arouses one kind of emotion 
in the beginning, which is soon countered by another kind of emotion, and 
towards the end all the conflicting emotions are harmonized. R. L. Singhal 
says that “when the mind loses its native joy and freedom catharsis occurs. 
This is also rasa experience because, as rasa is the relishing of one's own 
blissful self" (54). Again he states that, catharsis and sadharanikarana are 
similar: As both lead to enlargement, collective ecstasy rapture, and loss of 
self, elevation and exaltation. Both transport us to the realm of 
transcendental aesthetic experience; while catharsis deals with the 
emotions of pity and fear, the theory of rasa deals with all emotions (55). 


Haldhar Panda says, bhåva is equated with the western concept of 
emotion, feeling, and experience while vibhåva is equivalent to form, 
theme, plot and character. He states that the combination of vibhavas, 
anubhåvas and vyabhicåribhåvas, present in rasa-sütra echo Eliot's 
reservations about insufficient description of the objective correlative 
(106). Panda suggests that like Wolfgang Iser, Abhinavgupta too attaches 
great importance to the image-forming power of the sahrdaya in his act of 
reading (161). Anjali Mewara also finds equivalence in anubhåva and 
Eliot’s principle of objective correlative. Prafulla Mishra is of the view that 
Richards” concept of synthesis is nothing but the affective theory of 
Aristotle and Bharata. All the three. arrive Ab the same e conclusion, though 
their paths are slightly different from the other (142). "Aristotle" s tragic 
pleasure is similar to karuna-rasa. And Eliot's objective correlative and 
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Kenneth Burke's psychology of form was inherent in the Indian rasa- 
theory. 


Though there are many converging points between Indian rasa 
theory and western aesthetics. Indian rasa theory is much wider as it talks 
about eight sentiments while Aristotle talks about only two sentiments viz. 
pity and fear. So when Donne is studied in the light of rasa-theory many 
aspects of this study are opened. Samyoga srngara is present in “The 
Extasie", vipralambha srngara is present in “A Valediction: of Weeping”, 
karuna-rasa in “A Nocturnall upon St. Lucies day, being the shortest day", 
santa-rasa in “The Canonization”, raudra-rasa in “The Sunne Rising", 
vira-rasa in “The Undertaking”, bhayånaka-rasa in “The Apparition” and 
adbhuta-rasa in the poem “The Good Morrow’. Here only example of 
srngara rasa is taken. If one takes Donne’s love poetry they are further not 
divided but if his poems are analysed from the perspective of srngara rasa, 
they are divided into two: 


"The Extasie" is one of the best poems of Donne written on the 
theme of samyoga srngara asit contains all the elements of srngåra-rasa, 
i.e. vibhåvas, anubhåvas and vyabhicaribhavas. 


Where, like a pillow on a bed, 

A Pregnant banke swel'd up, to rest 

The violets reclining head, 

Sat we two, one anothers best. (lines 1-4) 


In *The Extasie" the first thing that strikes the reader is the open air 
setting which is the main uddipana-vibhava as it helps to evoke the 
srngara-rasa. The other uddipana-vibhåvas present in this poem are the 
swelled up bank of a river with violets resting upon it and blooming. As 
the description of nature help in exciting the situation and evoke $rngara- 
rasa they act as the uddipana-vibhava. In this poem the persona and his 
beloved who are sitting side by side on the river bank act as the ålambana- 
vibhåva as they are the supporting causes of srngåra-rasa. Each held the 
hands of other affectionately and tightly as if their hands were glued 
together. Each looked into the eyes of the other passionately. AII this acts 
as the anubhavá€ 6rRhédpns&cderftmsbfit fjrenityknsk Collection 


Our hands were firmely cimented 
With a fast balme, which thence did spring, 
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Our eye-beames twisted, and did thred 
Our eyes, upon one double string; 

So to” entergraft our hands, as yet 
Was all the meanes to make us one, 
And pictures in our eyes to get 

Was all our propagation. (lines 5-12) 


In this poem the sthåyrbhåva is rati. The lovers (the persona and 
the beloved) are the ålambana-vibhåva. Beauty of the beloved, company of 
the beloved, bank of the river, violet flowers, seeing the beloved one, 
hearing his/her words, playing/dallying with the beloved, fragrance of the 
violet etc. act as the uddipana-vibhåva. Movement of the eyes and 
eyebrows, glances, soft and delicate movement of limbs, sweet words and 
similar other things, holding each other's hands tightly and closely act as 
the anubhåvas and the vyabhicaribhavas are the rashness, indolence and 
fright experienced by the lovers. And through the depiction of vibhavas, 
anubhåvas and vyabhicaribhavas, the love of the responsive readers is 
evoked, reinforced, manifested and generalised and it culminates in their 
experience of the syngåra rasa. 


“A Valediction: of Weeping” starts with the determination of the 
persona to go abroad. This separation gives birth to viyoga and that is why 
both the lovers who are the ålambana weep and sigh as they experience the 
pain because of the rati present in them which is the sthayibhava. The 
poem reveals the intensity of emotions and passions of the lovers caused 
by the separation of the persona from his beloved. The poem is an 
expression of intense misery which is caused by the parting. 


Let me power forth 

My teares before thy face, whil'st I stay here, (lines 1-2) 

Fruits of much griefe they are, emblems of more, 

When a teare falls, that thou falst which it bore, 

So thou and I are nothing then, when on a divers shore. (lines 7-9) 


The words spoken by the lovers under these painful circumstances 
are broken and abrupted due to the viyoga. The persona asks his beloved 
not to mourn afi Sed TEES WHS AE AO re INBRGVE 3t the time of his 
departure as this is just a temporary separation and lamenting will only 
disturb the peace of mind of both of them staying at different places. 
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So doth each teare, 
Which thee doth weare, 
A globe, yea world by that impression grow, 
Till thy teares mixt with mine doe overflow 
This world, by waters sent from thee, my heaven dissolved so. 
(lines15-19) 


When the lovers are separated from each other, they become 
worried and long for each other. This intense longing to meet each other 
becomes more acute in viyoga. In this poem sthayibhava is rati. Lovers are 
the alambana of this sentiment. Memories of the beloved, their past 
activities play the role of uddipana-vibhavas. The vyabhicåribhåvas 
present in this poem are indifference, languor, fear, jealousy (irsyd), 
fatigue, anxiety, yearning, drowsiness, awakening, illness, insanity, 
epilepsy, inactivity, death and other condition, detachment, tears, anxiety, 
jealousy, doubt, fatigue, brooding, drowsiness, fits, feelings of 
discouragement (nirveda), apprehension (sanka), envy (astiyå), depression 
(dainya) and impatience (autsukya). From the above analysis it is clear that 
western poetics does not give such a detailed analysis of Donne’s love 
poems which proves that Donne when analysed as a poet of srngdra opens 
new aspects. 


According to Mohit Ray and C. Rajendran, many concepts of 
Indian Poetics can be compared to western poetics likewise catharsis and 
rasa; rasa and pleasure; Eliot’s objective correlative is nothing but the 
conglomeration of the excitant, the permanent and the transient moods i.e. 
vibhåvådi, the transdentalism of Abhinavgupta and Coleridge’s aesthetics; 
imagination and pratibhå. Abhinavgupta’s poetic theory is compared with 
that of Coleridge. (55) Sthayibhava can be compared to Richard’s theory 
(69). Pathak in his book Vakrokti and Stylistics Concepts states, there is 
similarity between the concepts of Aristotle and Bharata, Duference and 
Abhinavgupta; (25). Vibhåvådi is similar to Eliot's objective correlative. 
Aristotle talks about two emotions fear and pity and he himself agrees that 
there are more emotions about which he has talked elsewhere. But that 
elsewhere comes nowhere while Bharata has talked about eight emotions. 


That is why Indian SSCS I5 10te SUporior TS westerh Poetics. 
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John Donne has been widely studied and various critics have 
written about the different aspects of his style, creativity and imagination 
but on the contrary his analysis on the basis of Indian poetics remains 
almost untouched due to the unawareness that he too may be analysed 
through the lens of Indian Poetics. The analysis of Donne”s poetry from the 
perspective of Indian poetics reveals many hidden aspect of him which 
helps in understanding his poetry better as whichever school of Indian 
poetics is taken into consideration it is much better than the western poetics 
as rasa-theory talks about eight sentiments in particular and twelve 
sentiments in general but none of the concept of western poetics talks more 
than two sentiments. 


It is observed that none of the theories of English has been 
borrowed from Sanskrit which is one of the oldest and the richest 
languages but they have been borrowed from Greek, Latin, French, 
German, Russian and American criticism. No doubt, the principles 
enshrined in Sanskrit Aesthetics are also the same as in other schools. But 
in some cases they are wider, deeper and much more universal than their 
western counterparts. K. G. Srivastava is of the view that though western 
poetics is rich in philosophical discourse it can never match the varieties of 
Indian poetics and the doctrines of Indian Poetics are also valid for western 
literatures. They are not only meant for Indian works and by applying these 
theories justice could be done. The knowledge of Indian poetics helps in 
clarifying the true meaning of the poetry (31-32). According to him: This 
is an age of globalisation and the true spirit of globalisation consists in 
bringing all literatures of the world on a common platform without any 
kind of prejudice or favour in the most objective manner. If the east in its 
pride refuses to accept healthy concepts of the west, it would remain 
poorer. Similarly, if the west in its arrogance refuses the gifts from India in 
the form of critical terms unknown to its own tradition, it would be liable 
to be charged with self-conceitedness. The healthiest attitude would be that 
of give and take, fellow feeling and mutual respect - all in the name of 
enlarging human vision and understanding. 

The present study has been undertaken to prove that Sanskrit 
poetics is a good tool for the analysis of poetry, of any language including 
English, as an artefact in orden to, deconstruct and epusiuct the verbal icon 
and the meaning. The analysis of the poems by using the tools of Sanskrit 
poetics brings out the nuances of the verbal icon and assists in the 
understanding of the poem. A comparative study of modern criticism with 
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Sanskrit criticism will be the best interest of literary analysis. By this work 
the vital past of India can be recovered and it will also help to bridge the 
gap between east and the west or one can say it will work as a mediator 
between the east and west. This thesis, therefore, tries to make a possible 
interaction between the two critical traditions of India and the West. One 
seems to better appreciate the Western theories by knowing one's own 
critical practices. This would also bridge the gulf not only between India 
and the West but also between ancient Indian and modem Indian critical 
traditions. So the foregoing comparative study of western and Indian 
poetics has revealed many points of similarities between the two traditions. 
John Donne's poetry can be appreciated properly when they are used in the 
Indian context. A connecting link between these two branches of aesthetics 
could lead to a mature understanding. It can be made clear by just talking 
about one perspective i.e. ‘Donne as a poet of love’. In English literature 
love is considered legitimate or illegitimate and legitimate love is 
considered good while illegitimate is not considered good but in our Indian 
context of rasanubhüti there seems to be no scope for such illicit love. 
Here even the love of parakiyd leads to moksa as the love of parakiya 
nayika too generates srngåra-rasa to the highest extent. So in srmgara-rasa 
whether it is the love by svaktyå nåyikå or paraktyå nåyikå both lead to 
moksa. For e.g., the love of Krishna and Radha. Radha was a parakiya 
nayika but still this love is never considered illicit and it leads towards the 
path of moksa. So this gives a wider aspect to love in Indian poetics and 
wider view to John Donne as a poet of love as Donne talks about both 
svaktyå nayika and paraktyå nåyikå in his poetry. He can be understood 
best in the light of Indian Poetics. The first phase of his poetry is generally 
devoted to paraktyå nåyikå and then the later phase of his poetry is 
devoted to svaktyå nåyikå (1.e. his own wife, Anne More). Hence it can be 
concluded that Donne when seen from the lens of Indian poetics can be 
considered a great poet of love in comparison to the lens of western 
poetics. 


To understand John Donne truly one has to turn back to Indian 
Poetics. Else many aspects of Donne as a love poet remain hidden. 
According to Grierson, only three strains of love are present in Donne's 
poetry. But in Indian, Poetic ALB of SAGA TASA sa. Is divided into two types: 
samyoga-srngàra and viyoga- srngara which are also sub-divided further. 
For example, the first one is divided into two types: nayakarabdha and 
nåyikårabdha while the second one is divided into following five types: 
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predisposition and curse (piirvaråga and såpa), pride and jealousy (måna 
and irsyå), journey (pravdsa), separation (virahdtmaka), grief 
(karunatmaka). And all these types of srngåra rasa are present in John 
Donne's poetry. So through the lens of Indian Poetics one can see a wider 
aspect of Donne as a poet of love or s7ngåra. The word srngara is derived 
from the roots sr to kill 'srngårabhrngårau* (Unådisiitra 423). The affixes 
arak, n and g are inserted and r is replaced. ‘Srnati himsatiti srngarah’ - 
‘srngara’ is so called because it kills and eliminates the personality of one 
who has its experience. As the word srngåra is usually translated as erotic 
love and the term erotic is derived from Eros, both of them have the same 
meaning. The only difference between srngdra and love is that, it is 
srhgåra which gives a wider aspect and sphere to Donne's love poetry. 
That is why Donne should be read in the light of Indian aesthetics and not 
Western aesthetics. The term $7ngåra has had many meanings, definitions 
and connotations over the years. Srrigára is a mixture of love, sensuality 
and devotion. Due to several factors the definition of srngåra slowly 
became narrower, codified and rigid. It is incorrect to blame the entire 
change of mind set on the colonisers. Sriigåra is union, sensuality, love 
and devotion all at once. Srøgåra encapsulated bhakti which was not 
separate from it. Donne attained importance only after the publication of T. 
S. Eliot's essay "The Metaphysical Poets” in 1921. Before that Donne was 
not known much. In fact, after this publication many western critics started 
writing on him from different perspectives but he was never seen from the 
lens of Indian perspective. Here by Indian we mean the Indian theme and 
not the hegemony. Though many Indian writers wrote on him, they only 
imitated the theme of the western critics who were colonial in their 
approach. However, the need of the hour is to asses Donne from the 
perspective of Indian tradition. John Donne's poetry will suffer a lot 
without decolonization through the tools of Indian poetics. Thus, the 
process of decolonization can open one's mind towards new perspectives 
which will never exhaust. Thus, to conclude, we can say that John Donne's 
love poetry can be evaluated, analysed and criticized in two perspectives: 
one, the western view and the other the Indian view. The heroines in the 
love poetry of John Donne make a communion with the lover leading to 
that utmost concentration which symbolizes the eternal bliss and so it is 
well justified tocstadqdhinguodandáanpenspeetivenalsa. Collection 


-0- 


143 


Bibliography 


Abhinavagupta and His Works, Chaukhambha Orientala, Delhi: 
1980. 

Abhinavagupta. Abhinavabhårati. Trans into Hindi with 
commentary by Visheshwara Siddhanta Siromani. Delhi: Delhi 
UP, 1968. 

Abhinavagupta. Abhnavabhårati. Gaekward Oriental Series, 
1960. 

Abhinavagupta. The Aesthetic Experience according to 
Abhinavagupta. Ed. and trans. Raniero Gnoli. 2nd ed. 
Varanasi: Chowkhamba Sanskrit Series, 1968. 

Avasthi, Bacchulal. Nåtyasåstra. Kalidasa Sanskrit, 2008. 
Bharata.  Natyasastra. Ed. R. S. Nagar. n.p. Parimal 
Publications, 1984. 

Bhat, G.K. Rasa Theory. Baroda: n.p., 1984. Print. 

Booth, Roy, editor. The Collected Poems of John Donne. 
Wordsworth Poetry Library, 2002. 

Chaudhury, P. J. "The Theory of Rasa". The Journal of 
Aesthetics and Art Criticism, 24(1), pp. 145-149, 1965. 

De, Sushil Kumar. History of Sanskrit Poetics. Firma KLM, 
1960. 

Deshpande, G. T. Indian Poetics. Popular P, 2009. 

Dhayagude, Suresh. Western and Indian Poetics: A 
Comparative Study. Bhandarkar Oriental Research Institute, 
1981. 

Ganpule, Shilpagauri Prasad. “Aristotle’s Concept of Catharsis 
and Bharata's theory of Rasa". Langlit, vol. 1, issue 2, 2014. 
Ghosh, M. The Natyasastra. Calcutta: The Royal Asiatic 
Society of Bengal, 1950. 

Ghosh, Manmohan, translator.  Nåtvasåstra. Manisha 
Granthalaya, 1967. | SENER i 

Gnofi, ^ ‘Antero. «he Aesthetic Experience” according to 
Abhinavagupta. 3rd ed.Varanasi: Chowkhamba Sanskrit Series, 
1985. 


144 


Gupta, Manjul. A Study of Abhinavabhåratt on Bharata's 
Natyasastra and Avaloka on Dhanafijaya's Dasarüpaka. Gian 
Publishing House, 1987. 
Hameed, Abdul P. A. "Aesthetic interplay between Bharata's 
Theory of Rasa and Longinus's Theory of Sublimity: Bringing 
together two classical ideas on Art and Literature”. JOSR 
Journal of Humanities and Social Science, vol. 21, Issue 10, 
ver. 9, Oct. 2016, pp. 10-12. 
Jha, Madan Mohan. Rasagangadhar by Panditarajajagannatha. 
Chowkhambha Vidyabhawan, 1970. 
Kane, Pandarangavamane. History of Sanskrit Poetics.Motilal 
Banarsidass, 1971. 
Kane, Pandarangavamane.Såhitvadarpana. Gaekwad Oriental 
Inst., 1925. 
Kavi, Maravalli Ramakrishna. Bharata’s Natyasastra with 
Commentary of Abhinavagupta’s Commentary edited in several 
volumes. Baroda: Gaekwad Oriental Inst., 1959-1969. 
Kavi, Ramakrishna. (Ed.) Bharata Muni, Natya-shastram with 
Abhinavabharati. 
Kedarnath, Pandit, ed. Bharatmunivirachitam Natyashastram. 
Delhi: Bhartiya Vidya Prakashan, 1998. Print. 
Keith, A. A History of Sanskrit Literature.Oxford UP, 1966. 
Masson, J. L., & Patwardhan, M.V. Santarasa and 
Abhinavagupta’s Philosophy of Aesthetics. Pune: Bhandarkar 
Oriental Series. (1969) 
Mewara, Anjali. “Comparative Aesthetics and Critical Theories 
of TS Eliot: An Overview". New Man International 
Journal of Multidisciplinary studies, vol. 2, issue 5, May 2015. 
Mishra, Prafulla K. Ethics, Erotics and Aesthetics. Pratibha 
Prakashan, 2004. 
Mitra, Pramada Dasa. The Mirror of Composition. Shiva Books 
International, 2005. 
Mukherjee, R. “Rasas” as Springs of Art in Indian Aesthetics.” 
The Journal of Aesthetics and Art Criticism, 24(1), pp.91-96, 
1965. 
NagendraaAierianarrnajsanskkity Raatasukidt. P C, 1987. 
Nagendra. Rasa-siddhånta. Mayur P, 2001. 
Nayak, P. M. “The Indivisible Aesthetic Triad”. Ethics, Erotics 
and Aesthetics, Pratibha Prakashan, 2004. 

145 


Panda, Haldhar. “Literary Ontology in India and the West: A 
Studyin Comparative Poetics”.Comparative Poetics, 2012. 
Panda, Haldhar. Universals of Poetics: A Comparative Study of 
Western and Indian Theories. Sayan Communication, 2014. 
Pande, Anupa. Abhnavabharati: Abhinavgupta's Commentary 
on Bharata's | Natyasastra with Historical Critical 
Explanations. Raka P, 1997. 

Parashar, Yogeshwardutta Sharma. Sahityadarpana. Naga, n.p. 
Pathak, R. S. Comparative Poetics. Creative Books, 1998. 
Pathak, R. S. Vakrokti and Stylistics Concepts. Bahri 
Publications, 1988. 

Patnaik, Priyadarshi. Rasa in Aesthetics: An Application of 
Rasa Theory to Modern Western Literature. New Delhi: D.K. 
Printworld (P) Ltd., 2004. 

Raghavan, V. The Number of Rasas. The Adyar Library and 
Research Centre, 1967. 

Raghavan, V. Abhinavagupta and his Works, Chaukhambha 
Orientala, 1980. 

Raghavan, V. Bhoja’s Srngaraprakasa. 1963 

Raghavan, V., and Nagendra, editors. An Introduction to Indian 
Poetics. Macmillan, 1970. 

Rajendran, C. Studies in Comparative Poetics. New Bharatiya 
Book, 2001. 

Ramachandrudu. P. Shri. Some Unexplored Aspects of The 
Rasa Theory. Delhi: Vidyanidhi Prakashan, 1996. 

Rao, Parthasarthi. “A Comparative Analysis of Eastern and 
Western Poetics” Ethics, Erotics and Aesthetics. Pratibha 
Prakashan, 2004. 

Ray, K. Mohit. A Comparative Study of the Indian Poetics and 
the Western Poetics. Sarup and Sons, 2008. 

Ray, P. R. “References of Sanskrit Poetics in Modern Literary 
Criticism". Ethics, Erotics and Aesthetics, Pratibha Prakashan, 
2004. 

Seturam, V. S. Indian Aesthetics: An Introduction. Macmillan, 
1992. 

Sharma, BuiliouRkainidddhanata dak Stylisti¢sion Points of View, 


vol.xii, no. 2, winter 2005. 


146 


Sharma, Nirmala. “Catharsis and Rasa: The intersecting 
theories by comparing Bharata’s Natyasastra and Aristotle’s 
Poetics”. Research Scholar, vol.4, issue 1, Feb. 2016. 

Shastri, Lakshmi. — Sahityadarpana of ^ Vishvanatha. 
Chaukhambha, 1985. 

Singh, Rajkishor. Bharatiya  Kavyasastra ke  Siddhanta. 
Prakashan Kendra, 1973. 

Singhal, R. L. Aristotle and Bharata: A Comparative Study of 
their Theories and Drama. Vishveshvaranand Vedic Research 
Institute, 1977. 

Sinha, M. P. and Neeraj Agnihotri.Critical Theories: Indian 
and Western. Atlantic Publishers, 2013. 

Walimbe, Y.S. Abhinavagupta on Indian Aesthetics. Ajanta P, 
1980. 


-0- 


CC-0. Kavikulguru Kalidas Sanskrit University Ramtek Collection 


147 


Appendix 
Glossary of Frequently used Sanskrit Technical Terms 


Åbhåsa (rasåbhåsa) - semblance of rasa. 
Abhidhå — literal, denotational or primary meaning, the ordinary connotation. 
Sanskrit grammarians used this term to indicate the literal sense of a 
word. 

Abhinaya - the actions exhibited in dramas.Using movements and expressions to 
express meaning in performance. This term is used to describe how acting 
must reflect the dominant sentiment of the poetic text. 

Adbhuta - wonder, amazement. 

Adbhuta-rasa - marvellous sentiment. 

Adhama - inferior or the lowest kind of poetry. This term refers to a classification 
of poetry used by several Sanskrit poetic theorists to describe poetry that 
was lacking in style or sentiment etc. Criteria for classifying poetry as 
adhama vary between theorists with some overlapping positions. 

Adhyavasåya - apprehension. 

Alambana - person in whom the emotion is awakened, usually the hero or the 
heroine or such objects. 

Alambana-vibhava - supporting causes, the characters with respect to whom the 
emotions are aroused. 

Alankara - figure of speech, poetic figures ‘ornamentation’. This term refers to 
both a school of poetic theory within the Sanskrit tradition as well as the 
process of ‘ornamentation’ which makes works poetic. Figures of speech 
or Alankara-s, metaphor / simile, characters, costumes, dance, song, etc. 
all contribute to the process of alankara in a poetic work. 

Alasya- indolence or sloth by moroseness, sleeplessness, disinterest in work. 

Amarsa - indignation or anger by evident gestures. 

Ananda - delight, bliss. 

Anubhåva - voluntary or physical gestures expressive of what is going on in the 
heart or the mind of main characters, like casting a terrified glance, 
heaving a sigh or involuntarily shedding a tear etc., physical consequents 
or consequent effects. 

Anumiti - inference. 

Apasmåra - epilepsy or catalepsy by throbbing, tremor, perspiration. 

Apatya-rati - Jovedeéwkanrdsitghilditdidas Sanskrit University Ramtek Collection 

Aropa- super-imposition. 

Asru - tears. 

Asiiya - envy or jealousy by decrying others merits. 
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Åsvåda - relishing, enjoyment, pleasure. This term refers to the aesthete’s process 
of appreciating and interacting with the poetic work. Other words used to 
describe this experience include: carvana, rasand, bhoga. 

Atman - soul, self. This term is the Sanskrit word to refer to both the divine self 
within the human form as well as the self as an abstract concept. 

Autsukya - impatience, inquisitiveness or eagerness by sighs, drowsiness, 
thinking. 

Avahittha - concealment or dissimulation by break in speech, feigned patience. 

Åvega - agitation by distress in limbs, tightening of clothes. 

Bhagavad-rati - love towards God. 

Bhakti - spiritual devotion, love. This is a reference to a theistic tradition opposed 
to the austerity of asceticism that championed a passionate relationship 
with the divine. In later Sanskrit poetics / literature bhakti is 
acknowledged as a rasa of devotional love. It also refers to a genre of 
literature that develops in conjunction with devotional practices that posit 
the relationship between the divine and devotee as similar to that between 
lover and beloved. 

Bhakti-rasa - spiritual devotion sentiment. 

Bhåva - feelings, sentiments, emotion; semblance of rasa. 

Bhaya - sorrow, fright, fear, terror or the terrible. 

Bhayånaka - fear, horror, terror. 

Bhayånaka-rasa - terrible sentiment. 

Bibhatsa - disgust, aversion. 

Bibhatsa-rasa - odious sentiment. 

Brahman - ultimate reality. 

Bridå - shame. 

Camatkåra- aesthetic enjoyment, extraordinary delight. 

Capalatà - waywardness or inconstancy by harsh words, rebuke, vapulation. 

Cinta - sorrow, anxiety by deep breathing, meditation, sighing, agony. 

Cit - absolute consciousness. 

Cittavrtti - emotional states. 

Dainya - piteousness, depression by dullness, absentmindedness, negligence of 

cleanliness. 

Dhiroddhata - brave and haughty. This term is used by Bharata in his 
classification of the different types of nåyaka-s in a drama. The other 
types are dhiralalita (brave and sportive), dhirodata (brave and 
magnanimous), and dhiraprasanta (brave and calm). 

Dhrti - contentment, courage or composure by general indifference to grief or 
passion CE, Kavikulguru Kalidas Sanskrit University Ramtek Collection 

Dhvani - suggestion, resonance. This concept comes from the Sanskrit aesthetic 
and grammarian traditions and refers to the relationship between poetry 
and its aesthetic and poetic flavor. The dhvani-theory of aesthetics, 


149 


famously propagated by Sanskrit aestheticians Anandavardhana and 
Abhinavagupta, argues that poetic meaning is created through an 
interaction between the spectator and poetic work through a process of 
suggested meanings. Anandavardhana outlines three types of dhvani: 
vastu-dhvani (suggestion of plot or facts); alankara-dhvani (literary and 
figurative suggestion); and most importantly, rasa-dhvani (suggestion of 
sentiment). 

Dinata - pitiful. 

Garva - arrogance or pride by irresponsiveness, haughty manners, sarcastic 
smiles. 

Glåni - internal weakness or languor, fatigue or depression or internal weakness 
by weak voice, lustreless eyes, sleeplessness, gait. 

Guna - merit attributes, qualities or poetic excellence a drama should possess. 
This term also refers to a school of aesthetics within the Sanskrit tradition 
propagated by Dandin and Vamana that saw the essence of poetry as 
within the style of poetic language chosen. In this context, guna-s or 
excellences in poetry for Dandin becomes the foundation of what makes a 
work poetic. 

Harsa - joy by brightness of looks, horripilation. 

Hasa - humour or the comic. 

Hasya - laughter, humour, mirth, comedy, comic. 

Håsya-rasa - comic sentiment. 

Jadatå - stupor by loss of movement and energy, blank gazes. 

Jugupså - disgust to bibhatsa or loathsome. 

Kampa - tremor, trembling. 

Kanti- brilliance, charm, grace and loveliness. 

Karuna — pathetic. 

Karuna-rasa - pathetic sentiment. 

Kårunyam - compassion, tragedy. 

Kasta - that which is unpleasant to the ear (sruterasukhadam). 

Kåvya- poetic work or expression, it refers to more than just poetry but also a 
genre of poetic works (different from drama) that are constructed along 
with the lines of Sanskrit aesthetic principles. 

Krodha - wrath or anger, raudra or the furious. 

Mada- intoxication or intoxication by laughing, singing, sneezing, hiccough. 

Madhurya - sweetness, melody. 

Mana - pride. 

Marana - death by evident symptoms. 

Mati- deliberation, knesdegeg, er gati enality hx. QO RESA OE RRB ytour, 
ascertaining meaning. 

Moha - attachment, endearmen, passion or distraction by reeling sensations and 
staggering looks 
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Mrtakalpa - dead. 

Mudrå - the impress; hand movements and gestures intended to create meaning in 
performance. This is a term from the Sanskrit dramatic tradition referring 
tospecific hand gestures and movements that convey particular 
sentiments, emotions, and culturally-specific aesthetic messages. 

Mukhyartha- literal meaning. 

Mårchå - faint. 

Nåtya- drama. This term is used to differentiate Sanskrit drama from other types 
of kàvya or Sanskrit poetic literature and initially was seen as the only 
work in which the evocation of rasa within the spectator was paramount. 

Nåyaka- hero, actor. This term is used by Bharata to describe the primary male 
protagonist of the play. 

Nayikà- heroine. 

Nidrå - sleep by obvious gestures. 

Nirvåna - blissfulness. 

Nirveda - indifference, discouragement, dominant emotion of tranquillity, 
despondency or aversion or discouragement indicated by tears, sighs, 
pensiveness, etc. 

Nispatti- being brought out, effected. This term lies at the heart of Bharata”s 
rasasiitra and becomes an important point of inquiry in determining the 
relationship between the component parts of the dramatic work and the 
aesthetic release within the spectator. For Abhinavagupta poetic elements 
cannot cause sentiment, but rather they may interact in order to bring 
about aesthetic relish within the aesthete supporting a less *causal 
interpretation of nispatti. 

Nrtya - dance. This term refers to performance genres that feature dance in both 
Sanskrit and regional performance traditions. Another term with a similar 
meaning, often used to refer to abstract dance is nrtta. 

Prakrti-rasa - primary sentiment. 

Pralaya - swoon. 

Pravåsa - journey. 

Preyas- the lovely. 

Rasa - sentiment (literally meaning juice or essence); taste. This term refers to the 
dominant aesthetic emotion or sentiment that imbues all Sanskrit poetic 
work. Bharata identifies eight rasas and corresponding bhåvas to which 
later theorists have added an additional rasa (santa or peace) and bhava 
(Sama or rest and in some cases, vairdgya or renunciation). These eight 
rasas are: srngara (love), håsya (laughter, mirth, and comedy), raudra 
(anger, fury Karma CAMRE n le ef disgust, aversion), 
bhayanaka (horror, terror) vira (heroic), adbhutam (wonder, amazement). 

Rasa-dasa - relishable state. 

Rasa-dhvani - pertaining to the aesthetic configuration; rasa functions as the 
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ultimate goal of suggestion. This is the highest form of dhvani 
(suggestion) according to both Anandavardhana and Abhinavagupta. 
Abhinavagupta, in particular, argues that all good kåvya strives to have 
rasa-dhvani as the dominant mode of suggestion. He also notes that 
rasadhvani is necessary for a work to be considered poetic. 

Rasa-nispatti - manifestation of rasa. 

Rasånubhava- experience of rasa. 

Rasasütra- axioms of rasa. 

Rasåsvåda- aesthetic relishing / tasting / enjoying. This term refers to the 
spectator's experience of the aesthetic emotion in the dramatic work and 
process by which this occurs. 

Rasavat - the impassioned. 

Rasa-vighna - obstructions to rasa-experience. 

Rasika - taster, connoisseur of performance. This term describes the ideal 
spectator of the Sanskrit drama who has the appropriately refined 
aesthetic palate and cultural knowledge to experience the dramatic 
performance successfully. 

Rati - love, erotic love or sexual love or love giving rise to śrůgāra. 

Raudra - anger, fury. 

Raudra-rasa - furious sentiment. 

Romåifica - horripilation. 

Sådhårantkarana - universalization. 

Sahrdaya - sensitive reader; man of heart. This term is used to describe the ideal 
connoisseur of drama; a man who has the intellectual as well as emotional 
capacity and knowledge to appreciate the dramatic work. 

Sama- ‘rest’; this is one of the suggested sthayfbhavas that may correspond with 
the ninth rasa, santa (peace). 

Sama (to sånta) - the mental tranquillity.Dominant emotion of tranquillity. 

Sambhoga - love in union. 

Sarityoga - conjunction. 

Saficåribhåvas - vide vyabhicaribhavas. 

Sanka- doubt or apprehension by unsteady looks, hesitating movements. 

Santa— peace / tranquillity. 

Santa-rasa - quietistic sentiment. This is the ninth rasa included by many post- 
Bharata Sanskrit aesthetic theorists. It is not seen as appropriate within 
drama. Its sthåyrbhåva is seen by Abhinavagupta and Anandavardhana as 
vairdgya (renunciation). 

Sapa - curse. 

Sattvikabhavas -REY GAQARANSI GAL GRASRALEDES versity Ramtek Collection 

Såttvikas - involuntary gestures. 

Smara — ‘memory, love, desire’. This term is difficult to define. In Sanskrit 
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aesthetics, Abhinavagupta defines smara as aesthetically triggered. 
Remembering process that encompasses memory, desire, history, and 
tradition through which the spectator experiences the sentiment of the 
poetic work. 

Smarana - reminiscence. 

Smrti- recollection or remembrance by knitting of eyebrows, nodding of head. 

Soka — grief, sorrow, karuna or the pathetic. 

Srama - weariness or exhaustion by heavy breaths, twisting of limbs. 

Srngara - erotic, love, attractiveness. This is the most widely used and important 
of the eight emotive states defined by Bharata in the Rasasiitra. 

Srngara-rasa - erotic sentiment. 

Stambha- depression of spirit, stupefaction, torpidity. 

Sthayibhava- permanent dominant emotion, basic sentiments, basic mental 
states; residual emotional state”. There are eight residual states within the 
spectator which correspond to the eight rasas according to Bharata. 
However, this number changes to nine with later Sanskrit theorists to 
include sånta-rasa (peace) and sama (rest) as a sthåyibhåva. These eight 
states are: rati (love), håsya (mirth), soka (sorrow), krodha (anger), 
utsåha (energy), bhaya (terror), jugupså (disgust),  vismaya 
(astonishment). 

Sthåyins - durable states. 

Supta - dream or dreaming by obvious ensuants. 

Sitradhara - this term refers to the stage-manager in Sanskrit dramas as well as 
in a number of regional performance styles. It also refers to an acting 
troupe leader. 

Svarabhanga - change of voice or tone. 

Sveda - perspiration. 

Tråsa - fright or terror by evident symptoms. 

Uddipana-vibhåva - exciting situations; the circumstances that inspire the 
emotion. 

Ugratà - fierceness, ferocity or vehemence by acrimony, scolding, threatening. 

Unmada - hysteria or insanity by evident behaviour. 

Utsåha - energy or energy to vira the heroic. 

Vairågya - renunciation. This term refers to the sthayibhava (residual emotion). 
Anandavardhana suggests for santa-rasa (peacefulness; at rest). 

Vaivarnya- pallor, discoloration. 

Våkya - sentence. 

Våsanå - history, tradition, and cultural reference. Therefore, the aesthetic 
experienee js.prgdicated.gn. Sis SPEAE Rakke djter the dramatic 
world through this temporally and culturally variegated aesthetic lens of 
vasand-s. 

Vatsalya - *parental love,'love towards children. This term refers to a later rasa 
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(sentiment) included by Sanskrit theorists (notably Vi$vanatha) who saw 
the possibility of other kinds of ‘love’ beyond that included within 
srngara (romantic love sentiment). 

Vatsalya-rasa - parental affection sentiment. 

Vibhåva - stimulants, causes and determinants of the rise of an emotion; poetic 
device that functions as a determinant. Bharata lists several possible 
vibhåva-s in the Natyasastra and notes which ones should appear in 
conjunction with each rasa. 

Vibodha - awakening or wakefulness by yawning. 

Vipralambha or viyogasrngara- love in separation. This term refers to one type 
of ‘love’ between hero and heroine depicted in drama. Often seen as the 
most poignant and powerful of various types of love. 

Vira-rasa - heroic sentiment. This refers to one of the primary sentiments outlined 
by Bharata and often appears in conjunction with srzgara. 

Viruddha - conceiving a meaning contrary to what is desired 
(viparitaprakalpanam). 

Visåda - dismay, despair or frustration by deep breathing, loss of energy. 

Visayålambana - person or object helping in the rise of an emotion or the person 
or object for which the emotion is awakened. 

Vismaya - astonishment, wonder to adbhuta or the marvellous. 

Vitarka - deliberation or reasoning by evident symptoms. 

Vrida— shame or bashfulness by dullness of eyes, scratching of nails. 

Vyabhicaribhava (Saficaribhava) - temporary emotional states. This term refers 
to the forty-one temporary emotional states that can be represented, which 
Bharata describes in chapter six of the Nafyasastra; transient emotions or 
transitory mental states or moods, transitory emotions which go along 
with and consequently reinforce prevailing mood or emotional 
disposition, necessary sensations, various fleeting or temporary emotions 
which lie upon the dormant emotion. 

Vyadhi - disease or sickness by evident symptoms. 

Vyafijaka — suggester. This term refers to the components within a kavya (poetic 
work) which interact with the aesthete in order to produce the 
suggested meaning. 

Vyafijanà- suggested meaning; function of suggestion within the context of 
kåvya. This term refers to the one of the three types of meaning for 
morphological components outlined by the Sanskrit grammarians that 
becomes the basis for Anandavardhana's theory of dhvani. In 
Anandavardhana's theory, vyafijaná refers to the function of suggestion. 
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